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Marjan Teeuwen
Destroyed House
We see new buildings go up around us almost every day. This building process is  
both elegant and somewhat reassuring. The rough beginnings of foundation and structure 
are gradually refined, culminating in a new, shiny building that is ready for use. It is only  
when this process is reversed that we become aware of the forces at work within a building. 
Destruction transforms the house that used to be a safe shelter into an threatening place. 
Roofs, floors and walls that used to provide protection become ominous when they are pulled 
out of joint. A building that is being destroyed is a death trap.
In her architectural installations, Marjan Teeuwen converts this destruction into its 
opposite, exposing the raw beauty of the debris. Her Destroyed Houses possess an ambiguous 
beauty created by a masterful hand that is fully in control of the brutal and destructive force  
of the sledgehammer. The monumental constructions that she creates in demolished houses 
reveal the extreme forces in buildings. Walls are slanting, on the verge of slipping away, 
floors are toppled, hanging straight down. Everything is on edge in a riot of debris.
Upon entering such an installation, the first inevitable impression is one of chaos.  
But then a formal beauty reveals itself—abstraction, if you like—because the intervention  
in this cluttered reality gradually becomes clear. Walls and floors that have switched places, 
chunks of debris and heaps of waste, sometimes piled up into certain forms, transform  
the affected building into a monumental still life.
In these constructions, destruction has been temporarily halted and the spectator  
is emphatically reminded of the inherent failure of all human endeavour. Marjan Teeuwen’s 
installations too will turn to dust in the end, temporary as they are. In that sense they are  
like vanitas, still lifes saying to us: ‘memento mori’. Still, ambiguous as they may be, at the 
same time they are an ode to the power of construction.
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She breaks away floors or walls, which gives the 
impression of delivering the finishing stroke or 
fatal blow. The project of the artist is, then, not an 
act of creation, but an act of destruction; or rather, 
in her projects creation is a form of destruction. 
But there is more to it.
Teeuwen re-uses the remainders of the 
ruined houses. They are piled up; windows or  
other kinds of openings are closed off by left-over 
materials. She also creates sculptures out of 
debris, rubbish and used materials. These added 
interventions to the ruined house sometimes 
consist of an arbitrary collection of materials. 
Some times however all the re-used materials are 
selected and categorized on the basis of materials 
and colours. Teeuwen did this for example in her 
Archive series and in the architectural sculptures 
created in several of her Destroyed Houses. Most 
of the time, the re-used materials are selected  
on the basis of colours, mostly white or black. For 
instance, harmonious white piles and architectural 
sculptures consisting of plaster plate, plaster-
board, wood, plastics et cetera. At other times the 
piles are intersected by the horizontal black stripes 
of the space in between the layers of plaster-
board. Or she uses painted floorboards, which 
results in structured piles that counter the desolate 
disharmony of the discarded houses. Although the 
structured piles are highly complex, aesthetically 
they look minimalistic because of the seriality  
of the structures and the reduced colour scheme; 
black, the brown colour of wood, but especially 
white are the dominant colours. Earlier works, like 
the Huiskamer (Living Room) series are extremely 
colourful. They look as if all the belongings present 
in a living room have been re-ordered into piles, 
without making a selection on the basis of colour 
or type of object. Although these works do not 
make a minimalistic impression, because of the 
abundance of colours and the great variety of 
objects, these works too demonstrate an obsessive 
practice of ordering and structuring. 
Whereas a house that is designated to be 
destroyed tends to look chaotic, Teeuwen’s inter-
ventions create order and structure. Her ordered 
piles of whatever kind of materials add beauty  
to the desolate spaces of the deserted building, 
no longer a house, for no longer the haven  
of a family. This creation of beauty and harmony 
out of chaos and destruction is, however, not an 
end in itself. The beauty of the practice of ordering 
and structuring is highly significant; it embodies 
the ordering activity of memory. This activity  
of memory is explicitly evoked by the titles of a 
series of works she made between 2007 and  
2010 in the Archive series: Archive 1 – 4, Archive 
Sheddak SM’s, Archive Johannesburg and a 
recent assignment Archive Temporarily Hall of 
Justice Amsterdam 1 – 5. Although not situated  
in discarded houses, and not dealing with archi-
tec tural interventions such as destroying walls, 
floors and ceilings, these works have all the 
characteristics of the Destroyed Houses. Archives 
Destroyed House Gaza
Transforming Trauma into Memory
Ernst van Alphen
What does one destroy when one destroys 
a house? First of all, the building that the word 
‘house’ refers to. Although today more and more 
people live in tents or other temporary construc-
tions, and a house can also consist of a boat,  
as in a houseboat, we first of all think of an archi-
tectural construction, a building, in which people 
live and where they have made their home.  
But the word ‘house’ signifies more than just the 
building that provides a home; it also stands for 
‘family’. When we talk about the House of Orange 
we do not refer to one of their royal palaces. The 
term covers the complete lineage and ancestry  
of the family, not only the family members that are 
alive. In other words, the word ‘house’ also refers 
to a family and its roots, to genealogical memory.
In languages such as English and Dutch 
this use of the word house is metaphorical. Only 
in special contexts and cases does the word house 
have this meaning of ‘family’ as intertwined with 
the architectural meaning. A well-known example 
is Edgar Allan Poe’s story The Fall of the House  
of Usher. The House of Usher is not defined by  
its destruction but by its downfall, which indicates 
that it concerns primarily a family and not a 
building, although the collapse of the building is 
the material symbol of the downfall, indeed the 
extinction of the family. Arab and Hebrew, how ever, 
have words that always have both meanings.  
The Arab word ‘bait’ and the Hebrew word ‘bet’ 
are homonyms. They each concern a concept or, 
if you wish, they are words that are each spelled 
and pronounced identically, but have double 
meanings. In those languages, the destruction  
of a house is completely ambiguous: it may refer 
to the destruction of a building that serves as a 
home to people but just as well to the destruction 
of the genealogical memory of a family; and  
the one through the other, because the physical 
construction is the equivalent of the roots of a 
family it harbours. 
In the recent art projects of Marjan Teeuwen 
the term ‘destroyed house’ contains yet another 
ambiguity. The titles of these projects are specified 
by the location of the house: Destroyed House 
(2007/2008), Destroyed House Krasnoyarsk 
(2009), Destroyed House Piet Mondriaanstraat 
(2010 – 2011), Destroyed House Bloemhof (2012), 
Destroyed House Op Noord (2014), Destroyed 
House Leiden (2015), and, most recently, 
Destroyed House Gaza (2017). All these projects 
were interventions in houses that were discarded 
and destined to be destroyed. They were old or 
ruined and there was no point in renovating them. 
It was their fate to be destroyed. At first sight, 
Teeuwen’s interventions in these old, ruined houses 
look like further destructions of houses that  
are already in the process of being destroyed. 
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Diserens (red.), Gordon Matta-Clark (New York: 
Phaidon, 2003), p. 147–160.
the word ‘anarchy’ with ‘architecture’. This con-
traction added a political twist to the domain of 
architecture and the home. The personal domain 
of the home was opened up by the public domain, 
inside and outside were connected, and the  
place of the home was converted into a state of 
mind that rejected the political distinction between 
personal and public.3 
Both Teeuwen and Matta-Clark transform 
discarded buildings into artistic statements.  
But Teeuwen’s interventions take a very different 
direction. Although she also opens up views in 
and through the houses in which she intervenes, 
her selecting and re-ordering of the materials  
of the house resonate with the surrounding social 
reality in a different way than Matta-Clark’s inter-
ventions. The devices by means of which Teeuwen 
embodies the inner activity and process of 
memory in the ruined houses cannot be recognized 
in the works of the American artist. Nor are the 
meanings these interventions generate compar able 
to Matta-Clark’s effects.
The different projects of the Destroyed 
House series Teeuwen realized have in common 
that they create order out of chaos, and beauty 
out of ugliness. Moreover, they deconstruct the 
notion of destruction itself, proposing creation not 
as the opposite of destruction, but as intimately 
entangled with it, namely as its precondition.  
By performing creation as an activity that estab-
lishes a new architectural sculpture with a new 
order, structure, links and relations, she evokes  
the ordering, archival activity of memory. In fact, 
memory is already suggested by the location of 
her performances of creation: the house, not only 
referring to an architectural construction but also 
to the rooting of human beings and genealogical 
memory, whether or not the dominant language  
in the community where the houses are situated 
uses the word in its double meaning. As a result, 
memory is evoked in these projects in several 
ways. When she realized her Destroyed Houses 
in several locations in the Netherlands, and even 
in Russia with Destroyed House Krasnoyarsk, this 
evocation of memory remained abstract or general. 
The embodiment of memory in these projects 
remained implicit because no specific memories 
were involved, no specific pasts imposed them-
selves. Most critics and visitors of the Destroyed 
House series were impressed by the beauty of her 
creations/destructions and by the obsessiveness 
of the intervention that resulted in this stirring, 
unconventional beauty, but they did not make the 
association with the ‘work of memory’. In the case 
of Destroyed House Gaza the recognition of the 
destroyed house as an embodiment of the work  
of memory is unavoidable. It is the context of Gaza 
that transforms the abstract idea of memory into  
a concrete one.
The conflict between Israel and Palestine 
originates in historical ruptures of their respective 
bonds between the land and the people.4 The 
ancient Jewish people were exiled by the Romans 
are physical storages of memory and in archival 
processes we can recognize the activity of memory. 
Archives and memory collect objects and events. 
But they do not do this arbitrarily. Archives and 
memory are selective in how they collect. If they 
did not select they would end up as arbitrary 
storages. But the ordering activity of archives and 
memory implies that many objects and events  
are discarded, refused, repressed, forgotten.  
What is selected to be kept and relished is not just 
stored. Archives and memory categorize; they  
put together objects or events with the same or  
similar qualities. They create links between objects  
and events that are different in some respects  
but have qualities in common in other respects.1
This view of the archive and/or memory 
suggests that Teeuwen’s interventions in discarded 
houses should be understood as archival practices 
embodying the work of memory. Her creation  
of order in chaos concerns both a rebuilding/the 
transformation of the house into a sculpture and  
a return of memory to the house. She visualizes  
and materializes the house-as-memory, the work 
of memory and the rooting of the people who lived 
there, which are embodied by the house. Not the 
roots, but the rooting. From this perspective it  
is important to notice that her interventions in the 
discarded houses do not only consist of pilings  
of selected left-over materials. She also opens up 
floors or removes walls, creating views in spaces 
that were closed off until then. Connections and 
associations established by the activity of memory 
are enabled by opening up and connecting all the 
spaces in these houses. The house as embodiment 
of memory depends on the intensification and 
materialization of links, relations and connections, 
performed by the opening up of all surfaces that 
until then blocked views. In this respect, Teeuwen’s 
projects resonate with the famous view of memory 
presented by Frances A. Yates, who traced  
the theories of memory from antiquity on, before 
the invention of print came along to assist us in 
memorizing, and focused especially on the art of 
memorizing by means of a walk through a house. 
Each room becomes the storage space for 
particular memories, and space becomes the host 
of time. Many artists have taken up Yates’ vision, 
among whom Italo Calvino.2 
Teeuwen’s Destroyed Houses are often 
compared to the works of American artist Gordon 
Matta-Clark, who died in 1978 at the age of 35. 
These comparisons only make sense at first  
sight, and become much less meaningful when 
we look more closely at their respective projects.  
Like Teeuwen, Matta-Clark intervened in houses  
that were going to be demolished. He opened  
up views in and through the building by removing 
geometrical forms from walls or floors. Often this 
gave the impression as if the house was hit by  
a meteorite. In contrast with Teeuwen, however, 
he never selected, re-used or re-ordered the 
materials that came out of the house. He called 
his artistic practice ‘anarchitecture’, conflating  
pr
oj
ec
te
n 
na
de
r b
ek
ijk
en
. N
et
 a
ls
 T
ee
uw
en
 p
le
eg
de
 M
at
ta
-C
la
rk
 in
te
rv
en
tie
s 
in
 h
ui
ze
n 
di
e 
op
 h
et
 p
un
t s
to
nd
en
 o
m
 te
 w
or
de
n 
ge
sl
oo
pt
. H
ij 
op
en
de
 
zi
ch
t li
jn
en
 in
 e
n 
do
or
 e
en
 g
eb
ou
w
 d
oo
r g
eo
m
et
ris
ch
e 
vo
rm
en
 u
it 
te
 s
ni
jd
en
 
ui
t m
ur
en
 o
f v
lo
er
en
. D
it 
w
ek
te
 v
aa
k 
de
 in
dr
uk
 a
ls
of
 z
o’
n 
hu
is
 d
oo
r e
en
 
m
et
eo
rie
t w
as
 g
et
ro
ffe
n.
 In
 te
ge
ns
te
lli
ng
 to
t T
ee
uw
en
 k
oo
s 
hi
j e
ch
te
r n
oo
it 
be
pa
al
de
 m
at
er
ia
le
n 
ui
t h
et
 h
ui
s 
en
 o
ok
 h
er
ge
br
ui
kt
e 
hi
j d
ie
 n
ie
t o
f m
aa
kt
e 
er
 e
en
 a
n d
er
e 
op
st
el
lin
g 
m
ee
. H
ij 
no
em
de
 z
ijn
 k
un
st
 pr
ak
 tij
k 
‘a
na
rc
hi
te
ct
uu
r’,
 
ee
n 
m
en
gi
ng
 v
an
 ‘a
na
rc
hi
e’
 e
n 
‘a
rc
hi
te
ct
uu
r’.
 M
et
 d
ie
 s
am
en
tr
ek
ki
ng
  
ga
f h
ij 
ee
n 
po
lit
ie
ke
 d
ra
ai
 a
an
 h
et
 d
om
ei
n 
va
n 
de
 a
rc
hi
 te
c t
uu
r e
n 
he
t h
ui
s.
  
H
et
 p
er
so
on
lijk
e 
do
m
ei
n 
va
n 
he
t h
ui
s 
w
er
d 
op
en
ge
m
aa
kt
 d
oo
r h
et
 p
ub
lie
ke
 
do
m
ei
n;
 b
in
 ne
n 
en
 b
ui
te
n 
w
er
de
n 
m
et
 e
lk
aa
r 
ve
rb
on
de
n 
en
 d
e 
pl
ek
  
va
n 
he
t h
ui
s 
w
er
d 
om
ge
ze
t i
n 
ee
n 
st
aa
t v
an
 b
ew
us
tz
ijn
 w
aa
rin
 h
et
 p
ol
iti
ek
e 
on
de
rs
ch
ei
d 
tu
ss
en
 h
et
 p
er
so
on
lij
ke
 e
n 
he
t p
ub
lie
ke
 w
er
d 
af
ge
w
ez
en
.3
Zo
w
el
 T
ee
uw
en
 a
ls
 M
at
ta
-C
la
rk
 v
er
an
de
re
n 
af
ge
da
nk
te
 g
eb
ou
w
en
 
in
 a
rti
st
ie
ke
 s
ta
te
m
en
ts
, m
aa
r T
ee
uw
en
s 
in
te
rv
en
tie
s 
ga
an
 e
en
 h
ee
l a
nd
er
e 
ric
ht
in
g 
op
. H
oe
w
el
 o
ok
 z
ij 
zi
ch
tli
jn
en
 o
pe
nt
 in
 e
n 
do
or
 d
e 
hu
iz
en
 w
aa
rin
  
ze
 in
gr
ijp
t, 
kl
in
kt
 in
 h
aa
r s
el
ec
tie
 e
n 
he
ro
rd
en
in
g 
va
n 
de
 m
at
er
ia
le
n 
va
n 
he
t 
hu
is
 d
e 
om
lig
ge
nd
e 
so
ci
al
e 
w
er
ke
lij
kh
ei
d 
he
el
 a
nd
er
s 
do
or
 d
an
 b
ij 
de
 
in
te
rv
en
tie
s 
va
n 
M
at
ta
-C
la
rk
. D
e 
m
id
de
le
n 
w
aa
rm
ee
 T
ee
uw
en
 d
e 
in
ne
rli
jk
e 
ac
tiv
ite
it 
en
 h
et
 p
ro
ce
s 
va
n 
ge
he
ug
en
 g
es
ta
lte
 g
ee
ft 
in
 d
e 
bo
uw
va
lli
ge
 
hu
iz
en
 z
ie
n 
w
e 
ni
et
 te
ru
g 
in
 h
et
 w
er
k 
va
n 
de
 A
m
er
ik
aa
ns
e 
ku
ns
te
na
ar
. 
O
ok
 z
ijn
 d
e 
be
te
ke
ni
ss
en
 d
ie
 d
oo
r h
aa
r i
nt
er
ve
nt
ie
s 
w
or
de
n 
ge
ge
ne
re
er
d 
ni
et
 v
er
ge
lij
kb
aa
r m
et
 d
e 
ef
fe
ct
en
 d
ie
 M
at
ta
-C
la
rk
 b
ew
er
ks
te
lli
gt
.
D
e 
di
ve
rs
e 
pr
oj
ec
te
n 
in
 d
e 
Ve
rw
oe
st
 H
ui
s-
re
ek
s 
he
bb
en
 g
em
ee
n 
da
t z
e 
or
de
 s
ch
ep
pe
n 
ui
t c
ha
os
 e
n 
sc
ho
on
he
id
 u
it 
le
lij
kh
ei
d.
 B
ov
en
di
en
 
de
co
ns
tru
er
en
 z
e 
de
 n
ot
ie
 v
an
 d
es
tru
ct
ie
 z
el
f d
oo
r h
et
 c
re
ër
en
 n
ie
t v
oo
r  
te
 s
te
lle
n 
al
s 
he
t t
eg
en
de
el
 v
an
 v
er
w
oe
st
in
g,
 m
aa
r a
ls
 ie
ts
 w
at
 e
r s
te
rk
 
m
ee
 v
er
w
ev
en
 is
, e
r z
el
fs
 e
en
 e
er
st
e 
ve
re
is
te
 v
oo
r i
s.
 D
oo
r h
et
 c
re
ër
en
 u
it 
 
te
 v
oe
re
n 
al
s 
ee
n 
ac
tiv
ite
it 
w
aa
rd
oo
r e
en
 n
ie
uw
e 
ar
ch
ite
ct
ur
al
e 
sc
ul
pt
uu
r 
on
ts
ta
at
 m
et
 e
en
 n
ie
uw
e 
or
de
, s
tru
ct
uu
r, 
ko
pp
el
in
ge
n 
en
 re
la
tie
s,
 ro
ep
t  
ze
 d
e 
or
de
ne
nd
e,
 a
rc
hi
ve
re
nd
e 
ac
tiv
ite
it 
va
n 
ge
he
ug
en
 o
p.
 E
ig
en
lij
k 
ge
be
ur
t d
at
 a
l d
oo
r d
e 
lo
ca
tie
 w
aa
r z
e 
ha
ar
 c
re
at
ie
ve
 d
aa
d 
st
el
t: 
he
t h
ui
s,
 
da
t n
ie
t a
lle
en
 v
er
w
ijs
t n
aa
r e
en
 b
ou
w
 ku
nd
ig
e 
co
ns
tru
ct
ie
 m
aa
r o
ok
 n
aa
r 
de
 w
or
te
lin
g 
va
n 
m
en
se
n 
en
 n
aa
r 
ge
ne
al
og
is
ch
 g
eh
eu
ge
n,
 o
ng
ea
ch
t  
of
 d
e 
vo
er
ta
al
 in
 d
e 
ge
m
ee
ns
ch
ap
 w
aa
r d
e 
hu
iz
en
 s
ta
an
 d
at
 w
oo
rd
 in
 d
ie
 
du
bb
el
e 
be
te
ke
ni
s 
ge
br
ui
kt
. H
ie
rd
oo
r w
or
dt
 g
eh
eu
ge
n 
in
 d
ez
e 
pr
oj
ec
te
n 
op
 v
er
sc
hi
lle
nd
e 
m
an
ie
re
n 
op
ge
ro
ep
en
. B
ij 
de
 V
er
w
oe
st
e 
H
ui
ze
n 
op
 
ve
rs
ch
ill
en
de
 lo
ca
tie
s 
in
 N
ed
er
la
nd
, e
n 
ze
lfs
 in
 R
us
la
nd
 m
et
 D
es
tro
ye
d 
H
ou
se
 K
ra
sn
oy
ar
sk
, g
eb
eu
rd
e 
da
t n
og
 in
 a
bs
tra
ct
e 
of
 a
lg
em
en
e 
zi
n.
 B
ij 
di
e 
pr
oj
ec
te
n 
w
as
 d
e 
be
lic
h a
m
in
g 
va
n 
ge
he
ug
en
 n
og
 im
pl
ic
ie
t o
m
da
t h
et
 
ni
et
 o
m
 s
pe
ci
fie
ke
 h
er
in
ne
rin
ge
n 
gi
ng
 e
n 
er
 z
ic
h 
ge
en
 s
pe
ci
fie
k 
ve
rle
de
n 
op
dr
on
g.
 D
e 
m
ee
st
e 
re
ce
n s
en
te
n 
en
 b
ez
oe
ke
rs
 w
ar
en
 o
nd
er
 d
e 
in
dr
uk
 
va
n 
de
 s
ch
oo
nh
ei
d 
va
n 
ha
ar
 c
re
at
ie
s/
ve
rw
oe
st
in
ge
n 
en
 v
an
 h
et
 o
bs
es
si
ev
e 
ka
ra
kt
er
 v
an
 d
e 
in
te
rv
en
tie
 w
aa
ru
it 
de
ze
 p
rik
ke
le
nd
e,
 o
nc
on
ve
nt
io
ne
le
 
sc
ho
on
he
id
 o
nt
st
on
d,
 m
aa
r a
ss
oc
ie
er
de
n 
ee
n 
en
 a
nd
er
 n
ie
t m
et
 h
et
 ‘w
er
k 
hu
iz
en
 z
ijn
 g
es
itu
ee
rd
 e
n 
ni
et
s 
te
 m
ak
en
 h
eb
be
n 
m
et
 a
rc
hi
te
ct
ur
al
e 
in
te
rv
en
tie
s 
zo
al
s 
he
t s
lo
pe
n 
va
n 
m
ur
en
, v
lo
er
en
 e
n 
pl
af
on
ds
, h
eb
be
n 
ze
 
w
el
 a
lle
 k
en
m
er
ke
n 
va
n 
de
 V
er
w
oe
st
e 
H
ui
ze
n.
 E
en
 a
rc
hi
ef
 is
 d
e 
fy
si
ek
e 
op
sl
ag
pl
aa
ts
 v
an
 g
eh
eu
ge
n 
en
 in
 a
rc
hi
ef
pr
oc
es
se
n 
he
rk
en
ne
n 
w
e 
 
de
 a
ct
iv
ite
it 
va
n 
ge
he
ug
en
. A
rc
hi
ev
en
 e
n 
ge
he
ug
en
 v
er
za
m
el
en
 o
bj
ec
te
n 
en
 g
eb
eu
rte
ni
s s
en
. D
at
 d
oe
n 
ze
 e
ch
te
r n
ie
t w
ill
ek
eu
rig
. A
rc
hi
ev
en
 e
n 
ge
he
ug
en
 z
ijn
 s
el
ec
tie
f i
n 
ho
e 
ze
 v
er
za
m
el
en
. A
ls
 z
e 
da
t n
ie
t z
ou
de
n 
zi
jn
, 
zo
ud
en
 h
et
 a
rb
itr
ai
re
 o
ps
la
gp
la
at
se
n 
zi
jn
, m
aa
r d
e 
or
de
ne
nd
e 
ac
tiv
ite
it 
va
n 
ar
ch
ie
ve
n 
en
 g
eh
eu
ge
n 
im
pl
ic
ee
rt 
da
t e
r o
ok
 v
ee
l o
bj
ec
te
n 
en
 
ge
be
ur
te
ni
ss
en
 n
ie
t w
or
de
n 
op
ge
no
m
en
, w
or
de
n 
af
ge
w
ez
en
, o
nd
er
dr
uk
t, 
ve
rg
et
en
. W
at
 w
el
 w
or
dt
 g
es
el
ec
te
er
d 
om
 b
ew
aa
rd
 e
n 
ge
ko
es
te
rd
  
te
 w
or
de
n,
 w
or
dt
 n
ie
t a
lle
en
 m
aa
r o
pg
es
la
ge
n.
 A
rc
hi
ev
en
 e
n 
ge
he
ug
en
 
ru
br
ic
er
en
: z
e 
ze
tte
n 
ob
je
ct
en
 o
f g
eb
eu
rte
ni
ss
en
 m
et
 d
ez
el
fd
e 
of
 s
oo
rt-
ge
lij
ke
 k
en
m
er
ke
n 
bi
j e
lk
aa
r. 
Ze
 b
re
ng
en
 v
er
ba
nd
en
 a
an
 tu
ss
en
 o
bj
ec
te
n 
en
 g
eb
eu
rte
 ni
ss
en
 d
ie
 in
 s
om
m
ig
e 
op
zi
ch
te
n 
ve
rs
ch
ill
en
d 
zi
jn
, m
aa
r  
in
 a
nd
er
e 
op
zi
ch
te
n 
ke
nm
er
ke
n 
ge
m
ee
n 
he
bb
en
.1
D
ez
e 
op
va
tti
ng
 v
an
 h
et
 a
rc
hi
ef
 e
n/
of
 g
e h
eu
 ge
n 
du
id
t e
ro
p 
da
t 
Te
eu
w
en
s 
in
te
rv
en
tie
s 
in
 a
fg
ed
an
kt
e 
hu
iz
en
 m
oe
te
n 
w
or
de
n 
op
ge
va
t a
ls
 
ar
ch
ie
fp
ra
kt
ijk
en
 d
ie
 d
e 
w
er
ki
ng
 v
an
 h
et
 g
eh
eu
ge
n 
be
lic
ha
m
en
. Z
ij 
sc
he
pt
 
or
de
 in
 c
ha
os
, w
aa
rb
ij 
he
t z
ow
el
 g
aa
t o
m
 h
et
 h
er
bo
uw
en
/tr
an
sf
or
m
er
en
 
va
n 
he
t h
ui
s 
to
t s
cu
lp
tu
ur
 a
ls
 o
m
 e
en
 te
ru
gk
ee
r v
an
 g
eh
eu
ge
n 
in
 h
et
 h
ui
s.
 
Zi
j v
is
ua
lis
ee
rt 
en
 m
at
er
ia
lis
ee
rt 
he
t h
ui
s-
al
s-
ge
he
ug
en
, d
e 
w
er
ki
ng
 v
an
 
ge
he
ug
en
 e
n 
he
t w
or
te
le
n 
va
n 
de
 m
en
se
n 
di
e 
hi
er
 w
oo
nd
en
, b
el
ic
ha
am
d 
do
or
 h
et
 h
ui
s.
 D
us
 n
ie
t d
e 
w
or
te
ls
, m
aa
r h
et
 w
or
te
le
n.
 V
an
ui
t d
it 
pe
rs
pe
ct
ie
f 
is
 h
et
 v
an
 b
el
an
g 
om
 te
 z
ie
n 
da
t h
aa
r i
nt
er
ve
nt
ie
s 
in
 d
e 
af
ge
da
nk
te
 h
ui
ze
n 
ni
et
 a
lle
en
 b
es
ta
an
 u
it 
op
st
ap
el
in
ge
n 
va
n 
ee
n 
ke
uz
e 
ui
t a
ch
te
r g
eb
le
ve
n 
m
at
er
ia
al
. Z
e 
br
ee
kt
 o
ok
 v
lo
er
en
 o
pe
n 
of
 h
aa
lt 
m
ur
en
 w
eg
 e
n 
cr
eë
er
t d
aa
r-
m
ee
 u
itz
ic
ht
 o
p 
ru
im
te
n 
di
e 
to
t d
an
 to
e 
af
ge
sl
ot
en
 w
ar
en
. D
oo
r d
e 
ac
tiv
ite
it 
va
n 
he
t g
eh
eu
ge
n 
ge
vo
rm
de
 v
er
bi
nd
in
ge
n 
en
 a
ss
oc
ia
tie
s 
w
or
de
n 
m
og
el
ijk
 
do
or
 h
et
 o
pe
ne
n 
en
 v
er
bi
nd
en
 v
an
 a
lle
 ru
im
te
n 
in
 d
ie
 h
ui
ze
n.
 H
et
 h
ui
s 
 
al
s 
be
lic
ha
m
in
g 
va
n 
ge
he
ug
en
 is
 a
fh
an
ke
lij
k 
va
n 
he
t i
nt
en
si
ve
re
n 
en
 
m
at
er
ia
lis
er
en
 v
an
 v
er
ba
nd
en
, r
el
at
ie
s 
en
 v
er
bi
nd
in
ge
n 
di
e 
to
t s
ta
nd
 k
om
en
 
do
or
 h
et
 o
nt
sl
ui
te
n 
va
n 
al
le
 o
pp
er
 vl
ak
ke
n 
di
e 
to
t d
an
 to
e 
he
t z
ic
ht
 b
el
em
-
m
er
de
n.
 In
 d
ie
 z
in
 k
lin
kt
 in
 T
ee
uw
en
s 
pr
oj
ec
te
n 
de
 b
er
oe
m
de
 o
pv
at
tin
g 
va
n 
ge
he
ug
en
 d
oo
r v
an
 F
ra
nc
es
 A
. Y
at
es
. Y
at
es
 g
in
g 
al
le
 th
eo
rie
ën
 o
ve
r 
he
t g
eh
eu
ge
n 
na
 s
in
ds
 d
e 
kl
as
si
ek
e 
O
ud
he
id
 e
n 
vo
or
da
t d
e 
ui
t v
in
di
ng
 v
an
 
de
 b
oe
kd
ru
kk
un
st
 o
ns
 te
 h
ul
p 
kw
am
 a
ls
 ‘g
eh
eu
ge
n s
te
un
’, 
w
aa
rb
ij 
zi
j z
ic
h 
vo
or
al
 ri
ch
tte
 o
p 
de
 k
un
st
 v
an
 d
in
ge
n 
on
th
ou
de
n 
do
or
 m
id
de
l v
an
 h
et
 
lo
pe
n 
do
or
 e
en
 h
ui
s.
 E
lk
e 
ka
m
er
 w
or
dt
 d
an
 d
e 
op
sl
ag
 pl
aa
ts
 v
oo
r b
ep
aa
ld
e 
he
rin
ne
rin
ge
n 
en
 d
e 
ru
im
te
 w
or
dt
 d
e 
ga
st
he
er
 v
an
 d
e 
tij
d.
 V
el
e 
ku
ns
te
na
ar
s,
 
on
de
r w
ie
 It
al
o 
C
al
vi
no
, h
eb
be
n 
de
 v
is
ie
 v
an
 Y
at
es
 o
ve
rg
en
om
en
.2
D
e 
Ve
rw
oe
st
e 
H
ui
ze
n 
va
n 
Te
eu
w
en
 w
or
de
n 
va
ak
 v
er
ge
le
ke
n 
m
et
 
he
t w
er
k 
va
n 
de
 in
 1
97
8 
op
 3
5-
ja
rig
e 
le
ef
tij
d 
ov
er
le
de
n 
A
m
er
ik
aa
ns
e 
ku
ns
te
na
ar
 G
or
do
n 
M
at
ta
-C
la
rk
. D
ie
 v
er
ge
lij
ki
ng
 g
aa
t a
lle
en
 o
p 
he
t e
er
st
e 
ge
zi
ch
t o
p 
en
 v
er
lie
st
 a
l s
ne
l a
an
 b
et
ek
en
is
 a
ls
 w
e 
hu
n 
re
sp
ec
tie
ve
lij
ke
 
Destroyed House Gaza
D
es
tro
ye
d 
H
ou
se
 G
az
a
Ernst van Alphen
E
rn
st
 v
an
 A
lp
he
n
4 — Zie Carol Bardenstein, ‘Trees, Forests, and the 
Shaping of Palestinian and Israeli Collective Memory’, 
in: Mieke Bal, Jonathan Crewe en Leo Spitzer (red.), 
Acts of Memory (Hanover: University Press of  
New England, 1999), p. 148 – 168.
5 — Laura van Gelder, Performing Rootedness in a 
Landscape of War, masterscriptie, Rijksuniversiteit 
Leiden, 2016 (niet gepubliceerd).
6 — Irus Braverman, Planted Flags. Trees, Land and 
Law in Israeli/Palestine (Cambridge: Cambridge 
University Press, 2009); ‘Powers of Illegality. House 
Demolitions and Resistance in East Jeruzalem’,  
Law and Social Inquiry, 32 (2007) 2, pp. 333 – 372.
5 
—
 L
au
ra
 v
an
 G
el
de
r, 
P
er
fo
rm
in
g 
R
oo
te
dn
es
s 
in
  
a 
La
nd
sc
ap
e 
of
 W
ar
, M
A 
th
es
is
, L
ei
de
n 
U
ni
ve
rs
ity
 
(u
np
ub
lis
he
d)
, 2
01
6.
6 
—
 Ir
us
 B
ra
ve
rm
an
, P
la
nt
ed
 F
la
gs
. T
re
es
,  
La
nd
 a
nd
 L
aw
 in
 Is
ra
el
i/P
al
es
tin
e 
(C
am
br
id
ge
:  
C
am
br
id
ge
 U
ni
ve
rs
ity
 P
re
ss
, 2
00
9)
; ‘
P
ow
er
s 
of
 
Ill
eg
al
ity
: H
ou
se
 D
em
ol
iti
on
s 
an
d 
R
es
is
ta
nc
e 
in
  
E
as
t J
er
uz
al
em
’, 
La
w
 a
nd
 S
oc
ia
l I
nq
ui
ry
, 3
2,
 n
o.
 2
 
(2
00
7)
, p
p.
 3
33
 –
 3
72
.
demolished in order to create a buffer zone 
between Gaza and Egypt. The concrete wall, 
which Israel built to close Gaza off from Israel, 
also continues here between Gaza and Egypt. 
The house put at Teeuwen’s disposal was owned 
by a member of Hamas and bombed by Israel  
in the 2014 Gaza War. The bomb created a big  
hole in the roof and in the floor underneath. One 
of the owner’s sons was killed by the attack.  
After the bomb attack the house was uninhabitable  
and waiting to be demolished and rebuilt.
The first thing Teeuwen did was dig out the 
soil under the ground floor; she removed one  
and a half meter of sand. Next she opened up the 
floors of the first floor by cutting open three sides; 
as a result, the floors folded downwards due to 
their weight. Subsequently most of the floors were 
hanging vertically, some of them supported by 
props preventing a completely vertical hanging. 
Thus they replaced the walls that were blown 
away by the bomb. By means of opening up the 
floors and digging out the soil beneath the ground 
floor, all the spaces in the house became visually 
connected and new perspectives were created. 
This intervention created depth, height, distance, 
and as result vistas/views in an architectural 
space formerly consisting of two closed-off floors 
con nected by a staircase. Whereas in the original 
building one could see only the room in which  
one dwelled, after these interventions one had 
visual access to all the spaces of the house at the 
same time. This created the illusion of an endless 
space, with new spaces behind those nearest, 
remi nis cent of the images of the eighteenth-century 
artist Piranesi.
Debris and used materials from the house 
were re-used for the construction of five new  
walls and two enormous piles, a black one and a 
white one, reaching from the ground to almost the 
roof of the building. Windows and other openings 
in the outer walls were filled in with rubbish.  
These constructions are not creations ex nihilo but 
re-orderings of what was already there. This  
re-ordering evoked archival organization, of which 
memory is one of the prime examples. By closing 
off all the openings to the space outside the house, 
Teeuwen transformed the house into an inner 
space. The suggestion of being inside an inner 
space was also evoked by the two enormous piles 
reaching from bottom to roof, because they looked 
like the spines of a body. Not realistically, but 
rather functionally; they were like the nerve centres 
of this inner space. The black nerve centre 
referred to the black spots and traces on walls and 
floors left by the bomb. The white nerve centre 
referred to the original white colour of the walls. 
The five walls created out of debris covering  
the open architectural structure filtered light into  
a very fine grid of white dots. This grid of light did 
not illuminate the inner space; it did not produce 
lightened areas, but became part of the re-ordered 
structuring Teeuwen’s interventions brought  
about. Light was not used to enable vision but 
from the land they felt connected to and identified 
with. It was only after two thousand years that 
they were able to return to the land they originally 
came from. This led to a relay of exilic existence: 
Palestinians have experienced exile in more recent 
times, since the foundation of the State of Israel in 
1948. This has resulted in the expulsion of hundreds 
of thousands of Palestinians from the land in which 
they have been rooted for thousands of years.
The Israeli-Palestinian conflict is not just 
fought by means of conventional weapons. 
Ultimately it is a war on memory, in which houses 
and trees are employed as powerful instruments 
of warfare. Both states claim to be rooted in  
the same land, and those claims are based on 
memory. Houses and trees have become the most 
important cultural symbols that are central in their 
respective articulations of rootedness. Houses 
and trees remind Israelis as well as Palestinians 
symbolically of their rootedness in the same 
contested area. As one scholar put it, these cultural 
symbols claiming rootedness and owner ship  
over the land have become major stakes in this 
war of memory, 
of which some of the most salient examples 
are Israel’s massive uprooting of Palestinian 
olive trees, the punitive demolition of Palestinian 
homes, and the Israeli overplanting of bull-
dozed Palestinian orchards and villages with 
non-native pine forests,5 
and the construction of settlements in East 
Jerusalem and on the West Bank. Israeli legal 
scholar Irus Braverman suggests that the seeming 
unimportance of houses and trees to the Israeli-
Palestinian conflict harbours a denial of their true 
significance. He argues that acts of planting/
uprooting and building/unbuilding are in fact ‘acts 
of war’, regulated by a range of legal strategies.6
In the context of this memory war in which 
houses and trees are powerful cultural symbols as 
well as instruments of warfare, Destroyed House 
Gaza does not evoke memory abstractly, but utterly 
concretely and politically, albeit implicitly—as it 
becomes art. Unlike political journalism and 
propaganda, political art achieves its convincing 
effect by appealing to viewers to reconsider  
their routine convictions by touching them on an 
affective as well as an intellectual level. Teeuwen’s 
interventions in Destroyed House Gaza are at the 
same time interventions in the Israeli-Palestinian 
memory war, making visible that the Arab 
homonym ‘bait’ and the Hebrew homonym ‘bet’ 
refer to the destruction of a building that serves  
as a home to people as well as to the destruction 
of the genealogical memory of a family. For  
the rooting of human beings is embodied in the 
cultural symbol of the house; their uprooting is  
its destruction.
The house in which Teeuwen performed her 
intervention in 2016 – 2017 is located near Rafah, 
in the South of Gaza near the Egyptian border. 
Since 1948, the town consists for a major part of  
a refugee camp. The centre of the town has been 
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because the bombed house is more than a ruined, 
artistic architectural construction. The materiality 
of the spatial ruin already embodies time; the 
holes and wounds caused by the bomb attack 
embody the temporality of trauma. The chaos and 
damage caused by the bomb attack is not only 
material damage, but also a temporal havoc.  
It was an event, a historical moment that could  
not be experienced when it happened. The event, 
literally a bomb attack, was unimaginable,  
too enormous in its devastating and killing effects,  
to experience and work through. The traces of  
that event could be recognized all over the space  
of the house.8 They are the symptoms of a failed 
experience, in other words of trauma. This failed 
experience makes it impossible to remember the 
events voluntarily. In order to do so, the conditions 
for memory first had to be developed. This is 
precisely what Teeuwen’s Destroyed House Gaza 
has done.
This implies that Teeuwen’s interventions 
here did not just transform a discarded space into 
an artistic statement and an embodiment of 
memory. Rather, she transformed the temporality 
of trauma into the temporality of memory. An event 
that because of its ‘explosive’ nature could not  
be worked through is transformed into memory by 
setting up the conditions for commemoration.  
By transforming chaos into order and transforming 
a ruin into an architectural sculpture, Teeuwen 
transforms trauma into memory. That is Teeuwen’s 
contribution to the restoration of the cultural,  
social health of a people confined in reiterated 
traumatogenic situations.
was dealt with as one of the materials that 
constituted the inner space. The grid of light and 
stone closing of the openings in the walls were 
like a new skin to the house.
On top of a low pile of ordered stones 
Teeuwen showed the fragmented remains of the 
bomb that had destroyed the house and killed  
one of its inhabitants. All other material used  
by Teeuwen was insignificant as such; the re-use 
of it evoked the ordering process and activity of 
memory, but not specific memories. The remains 
of the bomb, however, distinguished themselves 
from the other materials, by signifying a specific 
memory: the moment in the 45-year history of the 
building that the house was destroyed by being  
hit by bombs and grenades. This briefest moment 
in time definitively modified the spatial structure. 
The small display of remains of bombs and grenade 
shards could easily be overlooked because it  
was much less overwhelming and impressive than  
the obsessively structured space in which it was 
placed. But one could also claim that this modest 
exhibition is the centre of Teeuwen’s Destroyed 
House, because it is here that memory is not 
evoked as an ordering, archival process, but in 
the form of a specific object of memory. It is here, 
in these traces of that intensely loaded moment, 
that the location of the Destroyed House, Gaza,  
is inescapably significant. 
By means of her interventions Teeuwen  
has transformed the bombed, ruined house into  
an architectural sculpture, as well as into a site  
of memory. The term ‘site of memory’ has been 
introduced by French historian Pierre Nora.7 These 
sites are places, objects, or other phenomena  
that have become of symbolic significance to  
a particular group of people when the continuity 
between past and present is broken. Monuments, 
memorials, but also specific days of the year 
during which a specific loss or event is commem-
orated, can function as sites of memory. Although 
houses, olive trees and pine trees already have 
symbolic significance in Palestine and Israel,  
this significance is general and not tied to  
specific houses or trees. Teeuwen’s interventions  
in Destroyed House Gaza have intensified the 
symbolical significance of the house and turned  
it into a site of memory.
After it was finished in December 2016, 
people from Gaza visited the house, not just to 
admire the artistic project and the beauty bestowed 
onto the ruined house, but also to reflect on and  
to commemorate the broken bond between their 
land and their people. The space that a house  
is, and demarcates, commemorates the time  
that the bond between land and people was not  
yet broken; it commemorates the house and the 
family that was rooted in that house. A Destroyed 
House restores the continuity of time by embodying 
the force of memory. But how is it possible that the 
spatial dimension of a ruined house can effectuate 
the re-establishment of memory of the past,  
of a dimension that is temporal? This is possible 
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abandoned building such moving or worrying 
idiosyncrasies can be found. While these traces 
do not affect the realization of the installations 
directly, Teeuwen does take account of them. This 
way, touching and destroying the house acquires 
a certain intimacy, in spite of the hard work. Some 
of that melancholy seeps through in poetic details 
of the installations, such as the remains of a  
pencil drawing on the wall, or the traces of wear  
of a stair handrail.
As in a handwritten text, where the paper  
is gradually filled with an irregular order of letters, 
words and lines, Marjan Teeuwen fills the room 
with her rhythmic stackings of broken plaster-
boards, waste wood, chipboards and other 
demolition waste. With her unmistakable signature 
spatial handwriting, her installations can be read 
as cuneiform hewn in architecture. Looking at  
this irregular order can be compared to looking at 
a relief by Jan Schoonhoven. The unruly order  
in Teeuwen’s and Schoonhoven’s work activates 
the visual cortex in our brain, because it does  
not live up to its suggestion of order. That is what 
makes it so fascinating to look at.
In the end, Marjan Teeuwen’s spatial  
instal lations meet the fate of the sledgehammer. 
After that, only the photo works remain, func tion-
ing as autonomous works of art. These photos  
are power ful and vigorous, meant to be without  
a doubt. This is because during construction, 
Teeuwen already visualizes how the three-
dimensional space will be recorded in photo-
graphic, two-dimensional images at a later stage. 
This indicates a considerable amount of visual 
intelligence. The photos are characterized by an 
apparently neutral weighing of visual elements, 
such as unity in foreground and background,  
an even treatment of light and a restrained use  
of colour. This produces austere images, stripped 
of all decoration, in which all attention is focused 
on the composition. These compositions are 
constructive in character and geometrically abstract 
in expression. But while Teeuwen used to take  
the photos frontally, nowadays she chooses all 
kinds of camera angles, with lateral views, 
diagonals and unexpected angles dominating. In 
earlier photo series all forms and materials were 
given the same depth of field, so each detail was 
given equal attention. Today, Teeuwen permits 
herself more liberties, for example by playing with 
light and shadow.
The austere, geometrically abstract 
structures of lines and planes in Marjan Teeuwen’s 
photographic compositions are reminiscent  
of early modernists such as Piet Mondrian and 
Theo van Doesburg. But unlike the ephemeral, 
pure work of the Stijl artists, in Teeuwen’s work 
the frayed edges of real life always remain  
visible. This makes the images more real, more 
earthly and tangible. To me, they are reminiscent  
of the liberal, organic geometry in the work  
of that self-willed friend of Theo van Doesburg: 
Kurt Schwitters.
An Homage to Order and Disorder
Meta Knol
Cuneiform Looking at a photo you see  
a space constructed from white-grey sheets. The 
sheets have been cut up in a pattern of irregular 
shapes piled up into columns. The columns  
frame three cadres, behind which a torn-apart 
space extends. It is a frayed construction, looking 
familiar yet strange. Far away and close by  
are fighting for priority, obliterating your sense  
of scale. It is a building, and yet it isn’t, for  
in this image nothing is what it once was. In her 
photo works, Marjan Teeuwen thus creates  
grand, monumental compo sitions that are highly 
detailed and delicate at the same time. They are 
ominously beautiful.
I wonder how people who have never been 
in Marjan Teeuwen’s installations will look at  
her photos. Can they translate them to the actual 
space, which was altered by the artist with endless 
patience and in which you can walk around with 
your eyes scanning the room in an orgy of inclined 
planes. For that is what happens to you in her 
installations: it is like moving in unknown territory 
in the dark. The lifted or sunken floor plates,  
tilting walls and gaping ceilings create an over-
whelming feeling of disorientation. The room falls, 
twists, breaks, bends, tilts, cracks, swells and 
caves in. The artist takes you on a sliding scale  
of space perception.
When Marjan Teeuwen is going to destroy  
a house, she first peels it off to a bare carcass.  
In her hand she holds a raw pencil sketch of  
what it could become, but in her head she is three  
steps ahead. All components are taken apart, 
sorted and stored. Next, the building is adjusted, 
remodelled and turned upside down construction-
wise, changing it gradually into an abstract 
composition. Step by step, this composition is 
filled up with stacks of previously found materials. 
Teeuwen unravels the architecture as it was once 
intended, organizing the remains in a new, intuitive 
rhythm. In each new installation she tries to find  
a balance between chaos and order. Details are 
rearranged endlessly. Everything is carried out  
in the self-evident palette of the construction world: 
white, grey, brown and black, with an occasional 
colour accent. Usually, the final step consists  
of a few well-chosen, monumental interventions, 
such as cutting loose and dropping floors, or  
tilting walls. Only then it is finished.
The installations look like spatial-geometric 
abstractions. But through their cracks life itself  
is also visible: the remains of a house, a series  
of porch apartments, a gallery flat, a snack bar or 
a Russian communal dwelling. Inevitably, to the 
artist the dissection of the building coincides with 
the reading of its history; traces become visible 
during the work process of people who lived  
there and incidents that have occurred. In every 
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also evokes a strong sense of loss and loneliness. 
In this ruinous memory of what one was an interior, 
beauty and decline fight for priority.
The second part of the installation is a 
monumental, abstract sculpture. Nine-meter-high 
columns constructed from stackings of broken 
plasterboards and wooden planks constitute  
its outlines. From the attic the floors and  
ceilings of two floors fall down in double crosses.  
In the background the original façade has been  
filled in with geometrical stackings of construction 
fragments extending to the ridges of the roof. 
These ridges have been clad with ribs of black 
carpet tiles, lending them a very special relief.  
The whole resembles a sacred space; a cathedral. 
But whereas in a cathedral light usually pours  
in freely, this room is more like its opposite: dark 
and heavy.
The third part, against the rear façade of 
the building, is called the blob by Marjan Teeuwen 
herself. This part of the installation is the counter-
part of the monumental cathedral sculpture  
in every sense. Two falling floors generously  
open the space to a crystal-shaped recess which  
looks like a cave of broken glass. The recess  
is constructed from translucent plastic sheets and 
is growing out of the building, as it were. It thus 
occupies the space that used to be the roof terrace 
adjacent to the museum garden in a natural way. 
Unlike the rest of the installation which looks 
melancholic, this strange illusion is light-hearted. 
The organic, poetic nature of the recess, combined 
with the geometrical crustal shapes from which  
it is made, again remind me of the work of  
Kurt Schwitters. 
Kurt Schwitters Hannover 1923. During 
one of the visits of artist Käte Steinitz to her good 
friend Kurt Schwitters, something unusual struck 
her in his studio:
 One day something appeared in the studio 
which looked like a cross between a cylinder  
or wooden barrel and a table-high stump  
with the bark run wild. It had evolved from  
a chaotic heap of various materials: wood, 
cardboard, scraps of iron, broken furniture,  
and picture frames. Soon, how ever, the object  
lost all relationship to anything made by man  
or nature.1
It was the Cathedral of Erotic Misery, a 
freestanding sculpture which, in hindsight, would 
turn out to be the beginning of the Merzbau. In the 
course of the following years, this monumental 
installation would take up eight rooms Schwitters’ 
artist house in Hanover. Using wood, plaster  
and all kinds of found materials, the artist built  
a labyrinthine succession of spaces: cave-like 
structures in an abstract, organic-geometrical 
formal language, laced with references to personal 
mythologies and experiences. When Schwitters 
fled to Norway in 1937, his life’s work was still 
very much a work in progress. However, he would 
never see his Merzbau in Hanover again, for the 
Destroyed House Leiden Leiden 2015. 
For thirty-six years the building on Lammermarkt 
was used as a sex shop. The windows of the  
old dairy shop in the front had been boarded up 
and covered with the colourful announcements  
of what awaited the men inside. Upstairs, the 
owner kept over three hundred carrier pigeons in 
provisionally constructed dovecotes. He recorded 
their achievements with pencils on the dirty  
white walls. Now the building was abandoned.  
It was part of a row of four houses that were  
to be demolished to make way for the new wing  
of Museum De Lakenhal.
Before the violence of the sledgehammer 
started, Marjan Teeuwen realized an installation 
there: Destroyed House Leiden. For months  
on end, the sound of hammer blows was heard. 
Falling bricks, dust blowing up, heaps of rubble 
and grit. Aided by a technical assistant, a 
constructor and a couple of art school students 
she built on her installation: demolishing, 
organizing, stacking. Demolishing, organizing, 
stacking. Suspenseful moments, tower wagons 
shoving steel beams thorough the window as  
if they were matchsticks, dropping floors, storms, 
setbacks and victories. Clutter becoming order. 
Life becoming art. Mundane becoming sublime.
One day it is finished. From outside not 
much is visible. For a couple of months, a caravan 
of thousands of people, visits the installation in 
groups of ten. Anyone passing through the door 
enters a meters-high corridor that immediately 
alerted the senses. The smell of dust is intoxicating. 
When the door closes, all exterior urban sounds 
are reduced to a vague noise. Here and there, 
some filtered light still seeps through the cracks. 
Over a path that has been cleared, the audience 
reaches the centre of the installation. There, the 
triptych reveals itself; the three main components 
of the spatial installation can be viewed circling 
from the centre of the space. It is a theatrical 
spectacle with two monumental, high sculptures  
at its flanks and a ruin sculpture on the stage  
in the middle that seems to float in space. From  
a raised platform on the west side the entire 
installation can be overseen in one glance.
The ruin sculpture in the middle is the most 
recognizable and anecdotal part of the installation. 
Vestiges of inhabitation are visible, including  
part of a staircase that now floats freely in space. 
Behind an open door a lightbulb is on. Here and 
there are sparse stacks of construction waste part 
of the interplay of horizontals and verticals that 
make up the overall picture. Suspended in space 
hangs the sunken floor of what used to be the  
first floor. As in a chaotic landscape, construction 
fragments are displayed on the wooden planks: 
strips of decorated stucco ceilings next to 
centuries-old bricks green with mildew, fragments 
of seventeenth-century floor beams, the yellowed 
remains of a newspaper from 1983 and the 
pocked, black soot deposits from a chimney. The 
floating sculpture has human dimensions, but  
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house was destroyed by an air strike in 1943. 
Fortunately, images of the installation do survive 
on photos and in written memories of Schwitters’ 
artist friends. Today, Kurt Schwitters’ Merzbau  
is a world-famous example of early installation art. 
Like Kurt Schwitters, artist Marjan Teeuwen 
is a self-willed loner who cannot be categorized in 
a movement or group. Both put aside the traditional 
artist’s materials and techniques, instead juggling 
with found materials. From these ‘fragments of 
reality’ they build spatial installations and images, 
in a vivid, organic-geometrical formal language. 
By changing materials from reality and incorpo-
rating them in art, they balance in the border area 
between reality and abstraction. Like his friend 
Theo van Doesburg, Schwitters did not want art to 
be separate from life itself but would merge with  
it. Anyone visiting Marjan Teeuwen’s installations 
will see that she succeeded in bridging the 
distance between art and reality. Because she 
manages to combine the awe-inspiring of art with 
the recognizability of the everyday, her art is 
accessible to a large group of people. From locals 
to art connoisseurs, everyone can give it their own 
emotional association. This is also evident from 
the reactions to Destroyed House Leiden.
Schwitters underwent his greatest develop-
ment in the era between the wars, when artists 
and intellectuals were highly interested in the 
modernization of life. He lived through and with-
stood the great movements of his time and related 
to them in his work, but he also remained faithful 
to the mundane and unsightly. His contemporary, 
the artist Naum Gabo, wrote about him: 
 It needs a poet like Schwitters to show us  
that unobserved elements of beauty are strewn 
and spread all around us, and we can find 
them everywhere in the portentous as well as 
in the insignificant.2
Transforming these objects through art  
into some thing that is sublime, is something great 
artists can do. Marjan Teeuwen is one of them. 
Utterly self-willed she follows her own path, with an 
eye for the mundane and apparently insignificant, 
and at the same time with a strong engagement 
with everyday reality, for ‘you are living in this time 
and that pervades you, as a human being and 
consequently as an artist as well.’3 After working 
on buildings in the Netherlands, Russia and South 
Africa, for her next spatial installation Teeuwen  
will travel to Gaza, part of the Palestinian territories. 
There, she will build a new work of art from the 
debris of a house destroyed by rocket impacts. 
Again, it will be a moving interplay of order and 
disorder in which art and reality meet. But unlike 
before, she will work here with a house that has 
already been destroyed and is given new meaning 
by reconstructing it as a spatial installation.
Marjan Teeuwen works with resistance. 
With her, destruction and creation are always 
mutually linked. No guts, no glory.
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creation and destruction, about Romanticism (the 
art movement, that is) and then suddenly Albert 
Speer came up, the ‘star architect’ of the Third 
Reich—it turned out we shared a ‘sublime’ interest 
in his so-called ‘concept of ruin value’. Speer’s 
ideas as an architect were emphatically rooted in 
Romanticism and just as seemingly contradictory 
as the sublime—but this only made him all the 
more fascinating as a human being. Speer may 
have been one of the bigwigs of the Third Reich, 
but he prided himself never to have engaged in the 
ordinary handiwork of murder and violence; he felt 
himself far superior to that. This did not stop Speer 
from reflecting on destruction, which was especially 
evident in his theory of ruin value (Ruinenwert-
theorie). This theory, which was received with great 
enthusiasm by Hitler, was based on the idea that 
architecture was history’s most important witness. 
All cultures from the past had vanished (all but) 
completely, Speer argued: the people, the streets, 
nearly all art, but buildings survived relatively often 
—especially the Greek and Roman architecture 
constituted important monuments to these cultures’ 
greatness. Speer and Hitler aspired to the same 
‘timelessness’: in a similar way, the buildings  
of Speer and his colleagues had to bear witness 
to the power of the Third Reich even after many 
centuries, even (or maybe especially) as ruins. 
Glorious ruins were what Speer wanted to create, 
and for this reason he took into account how his 
buildings would go to ruin as early as the design 
stage. Materials such as steel and iron were to be 
avoided (as these were not ‘classical’ and produced 
ugly ruins). This way, the so-called ‘ruin value’ was 
allowed for in every new design by Speer—the 
future had to shine through, so to speak. With this, 
Speer created an intriguing paradox: the eventual 
decline was already ‘built into’ a new building, with 
the very aim of giving it a bigger chance to endure 
the ravages of time. To Speer, the ultimate proof 
of his power lay in his control of decay—and in this 
contradiction his ambition was suspiciously similar 
to the sublime.
What was intriguing about Marjan Teeuwen’s 
Destroyed House Op Noord was that it, too, 
seemed a perfect example of controlled decay, 
completely in line with the theory of ruin value. You 
take a number of old dwellings, run-down, empty, 
ripe for demolition, and you do not let them decay 
any further, but transform them into a con structed 
ruin, in which all is controlled, but decay and 
transience remain visible. Or was there more to it? 
The strange thing was that wandering through 
Teeuwen’s construction I had unmistak ably sensed 
sublime feelings in myself, however ponderous 
that may sound. Yet it was true: Destroyed House 
Op Noord made you uncom fort able as a spec-
tator, alert, as if the notion of decay and that of 
construction and creation clashed so emphatically 
that you yourself were crushed between the  
two. Why was it that here, in Amsterdam North,  
I suddenly experienced this so strongly? Why  
had this (almost) never happened to me before?
Constructed Ruin
Hans den Hartog Jager
Everything has to be demolished first. Any-
one visiting Marjan Teeuwen’s Destroyed House 
Op Noord on Wieringerwaardstraat was soon 
struck by contradictory feelings. On the outside, the 
house looked like a typical 1970s housing block: 
bare, simple, anonymous. It did not reveal its true 
nature until you went inside: first through a narrow 
corridor with low, stacked-up walls of debris, exud-
ing an atmosphere of decay and demolition rather 
than that of a new work of art. But then, on the  
first floor, you suddenly found yourself in a different 
world. This was not Amsterdam North, no council 
housing, but something completely different, new, 
though not new in appearance. In this destroyed 
house, both the chaos of fresh destruction and  
the freshness of new creation ruled: everywhere 
chunks of debris stood and lay, planks and seem-
ingly superfluous pieces of waste material that 
had been arranged according to carefully thought-
out principles. To the left stood high, white pillars, 
con structed from former lagging and other sheet 
material, suggesting long corridors and hidden 
spaces in a sci-fi-like way. The rear walls, by con-
trast, consisted of stacks of old planks, doorposts, 
debris and pieces of brick that had not been laid 
or joined, which made them resemble medieval 
constructions that could be breached or removed 
at any moment. In the meanwhile, several of the 
thick, heavy concrete floor plates had been tilted 
in such a way that you couldn’t possibly walk on 
them: abstract sculptures spanning several floors.
It was this very combination of opposites 
that made the house so overwhelming—it was just 
too unfamiliar, too uncomfortable, too uncon trol-
lable. Was this creation or destruction? An homage 
to the past or an ode to the future? I could not 
help but think of the idea of ‘the sublime’, on which 
I published a book a couple of years ago. The 
sublime is the idea that some forces are so grand, 
so overwhelming, that you as a human being  
are deeply impressed by them, but at the same 
time so strong, so dumbfounding, that they make  
you uncomfortable, scared, giving you the feeling 
that you can no longer control them. The sublime 
is impressive, beautiful, overwhelming, but unmis-
takably bigger than yourself as well. Uncontrollable 
in its contradiction.
After my first tour of the house Marjan 
Teeuwen and I got into a conversation. We sat 
before the entrance of the building; on the  
waste ground next to it were huge heaps of half-
pulverized construction material and behind  
the gate stood the recently built low-rise houses, 
reflecting the housing ideology of the 1990s.  
The cups of tea on the table were slightly dusty—
it was a strange idea that these dull, ordinary  
apart ments should contain such a sublime secret 
in their interior. Teeuwen and I talked about the 
many hours of work she put into the project, about 
ov
er
 d
e 
ve
le
 u
re
n 
w
er
k 
di
e 
ze
 in
 h
et
 p
ro
je
ct
 h
ad
 g
es
to
ke
n,
 o
ve
r s
ch
ep
pe
n 
en
 v
er
ni
et
ig
en
, o
ve
r d
e 
ro
m
an
tie
k 
(d
e 
st
ro
m
in
g,
 w
el
 te
 v
er
st
aa
n)
 e
n 
in
ee
ns
 
kw
am
en
 w
e 
op
 A
lb
er
t S
pe
er
, d
e 
‘s
te
ra
rc
hi
te
ct
’ v
an
 h
et
 D
er
de
 R
ijk
 –
 w
e 
bl
ek
en
 e
en
 ‘s
ub
lie
m
e’
 in
te
re
ss
e 
te
 d
el
en
 in
 z
ijn
 z
og
en
aa
m
de
 ru
ïn
ec
on
ce
pt
. 
S
pe
er
s 
ar
ch
ite
ct
ur
al
e 
id
ee
ën
 w
ar
en
 n
ad
ru
kk
el
ijk
 g
ew
or
te
ld
 in
 d
e 
ro
m
an
tie
k 
en
 n
et
 z
o 
sc
hi
jn
ba
ar
 te
ge
ns
tri
jd
ig
 a
ls
 h
et
 s
ub
lie
m
e 
– 
m
aa
r d
at
 m
aa
kt
e 
he
m
 
al
s 
m
en
s 
al
le
en
 m
aa
r f
as
ci
ne
re
nd
er
. S
pe
er
 m
oc
ht
 d
an
 e
en
 v
an
 d
e 
ko
p-
st
uk
ke
n 
zi
jn
 v
an
 h
et
 D
er
de
 R
ijk
, h
ij 
w
as
 e
r 
tr
ot
s 
op
 d
at
 h
ij 
zi
ch
 a
lti
jd
 v
er
re
 
va
n 
he
t o
rd
in
ai
re
 h
an
dw
er
k 
va
n 
m
oo
rd
en
 e
n 
ge
w
el
d 
ha
d 
ge
ho
ud
en
. D
at
 
na
m
 n
ie
t w
eg
 d
at
 S
pe
er
 v
ee
l o
ve
r v
er
ni
et
ig
in
g 
ha
d 
na
ge
da
ch
t; 
da
t k
w
am
 
vo
or
al
 n
aa
r v
or
en
 in
 z
ijn
 R
ui
ne
nw
er
tth
eo
rie
. D
ez
e 
th
eo
rie
, d
oo
r H
itl
er
  
m
et
 g
ro
ot
 e
nt
ho
us
ia
sm
e 
on
tv
an
ge
n,
 g
in
g 
ui
t v
an
 h
et
 id
ee
 d
at
 a
rc
hi
te
ct
uu
r 
de
 b
el
an
gr
ijk
st
e 
ge
tu
ig
e 
w
as
 v
an
 d
e 
ge
sc
hi
ed
en
is
. A
lle
 c
ul
tu
re
n 
ui
t h
et
 
ve
rle
de
n 
w
ar
en
 (z
o 
go
ed
 a
ls
) v
er
dw
en
en
, z
o 
re
de
ne
er
de
 S
pe
er
, d
e 
m
en
se
n,
 
de
 s
tra
te
n,
 b
ijn
a 
al
le
 k
un
st
, m
aa
r g
eb
ou
w
en
 b
le
ve
n 
re
la
tie
f v
aa
k 
st
aa
n 
– 
vo
or
al
 d
e 
ar
ch
ite
ct
uu
r v
an
 d
e 
G
rie
ke
n 
en
 d
e 
R
om
ei
ne
n 
w
ar
en
 b
el
an
gr
ijk
e 
m
on
um
en
te
n 
vo
or
 d
e 
gr
oo
ts
he
id
 v
an
 h
un
 c
ul
tu
ur
. S
pe
er
 e
n 
H
itl
er
 s
tre
ef
de
n 
de
ze
lfd
e 
‘ti
jd
lo
os
he
id
’ n
a:
 o
ok
 d
e 
ge
bo
uw
en
 v
an
 S
pe
er
 e
n 
zi
jn
 c
ol
le
ga
’s
 
zo
ud
en
 n
a 
ve
le
 e
eu
w
en
 n
og
 m
oe
te
n 
bl
ijv
en
 g
et
ui
ge
n 
va
n 
de
 k
ra
ch
t v
an
  
he
t D
er
de
 R
ijk
, o
ok
 (o
f m
is
sc
hi
en
 w
el
 ju
is
t) 
al
s 
ze
 a
l t
ot
 ru
ïn
e 
w
ar
en
 v
er
-
va
l le
n.
 G
lo
rie
uz
e 
ru
ïn
es
 w
ild
e 
S
pe
er
 c
re
ër
en
, e
n 
da
ar
om
 h
ie
ld
 h
ij 
al
 ti
jd
en
s 
de
 o
nt
 w
er
pf
as
e 
re
ke
ni
ng
 m
et
 d
e 
m
an
ie
r w
aa
ro
p 
de
 g
eb
ou
w
en
 o
oi
t z
ou
de
n 
ku
nn
en
 v
er
va
lle
n.
 M
at
er
ia
le
n 
al
s 
st
aa
l e
n 
ijz
er
 d
ie
nd
en
 b
ijv
oo
rb
ee
ld
 v
er
-
m
ed
en
 te
 w
or
de
n,
 w
an
t d
ie
 w
ar
en
 n
ie
t k
la
ss
ie
k 
en
 le
ve
rd
en
 le
lij
ke
 ru
ïn
es
 o
p.
 
Zo
 w
er
d 
in
 e
lk
 n
ie
uw
 S
pe
er
-o
nt
w
er
p 
de
 z
og
en
aa
m
de
 ru
ïn
e-
w
aa
rd
e 
al
 
ve
rd
is
co
nt
ee
rd
, d
e 
to
ek
om
st
ig
e 
ru
ïn
e 
sc
he
m
er
de
 e
r a
ls
 h
et
 w
ar
e 
al
 in
 d
oo
r. 
D
aa
rm
ee
 s
ch
ie
p 
S
pe
er
 e
en
 in
tri
ge
re
nd
e 
pa
ra
do
x:
 in
 e
lk
 n
ie
uw
 g
eb
ou
w
 v
an
 
zi
jn
 h
an
d 
w
er
d 
he
t u
ite
in
de
lij
ke
 v
er
va
l a
l ‘
in
ge
bo
uw
d’
, j
ui
st
 o
m
 d
at
 g
eb
ou
w
 
m
ee
r k
an
s 
te
 g
ev
en
 d
e 
ta
nd
 d
es
 ti
jd
s 
te
 d
oo
rs
ta
an
. V
oo
r S
pe
er
 w
as
 ju
is
t 
di
e 
be
he
er
si
ng
 v
an
 h
et
 v
er
va
l h
et
 u
lti
em
e 
be
w
ijs
 v
an
 z
ijn
 m
ac
ht
 –
 e
n 
ju
is
t 
in
 d
ie
 te
ge
ns
tri
jd
ig
he
id
 le
ek
 z
ijn
 s
tre
ve
n 
ve
rd
ac
ht
 v
ee
l o
p 
he
t s
ub
lie
m
e.
H
et
 in
tri
ge
re
nd
e 
aa
n 
M
ar
ja
n 
Te
eu
w
en
s 
Ve
rw
oe
st
 H
ui
s 
O
p 
N
oo
rd
 w
as
 
na
tu
ur
lij
k 
da
t h
et
, v
ol
le
di
g 
in
 d
e 
ge
es
t v
an
 d
e 
R
ui
ne
nw
er
tth
eo
rie
, o
ok
 h
et
 
to
on
be
el
d 
le
ek
 v
an
 b
eh
ee
rs
t v
er
va
l. 
Je
 n
ee
m
t e
en
 a
an
ta
l o
ud
e 
w
on
in
ge
n,
 a
f-
ge
le
ef
d,
 le
eg
, r
ijp
 v
oo
r d
e 
sl
oo
p.
 D
ie
 la
at
 je
 n
ie
t v
er
de
r v
er
 va
lle
n,
 m
aa
r t
ra
ns
-
fo
rm
ee
r j
e 
to
t e
en
 g
ec
on
st
ru
ee
rd
e 
ru
ïn
e 
w
aa
rin
 a
lle
s 
w
or
dt
 b
eh
ee
rs
t, 
m
aa
r 
he
t v
er
va
l e
n 
de
 ti
jd
el
ijk
he
id
 z
ic
ht
ba
ar
 b
lijv
en
. O
f w
as
 e
r m
ee
r?
 H
et
 v
re
em
de
 
w
as
 d
at
 ik
 b
ij 
he
t d
w
al
en
 d
oo
r T
ee
uw
en
s 
co
ns
tru
ct
ie
 o
nm
is
 ke
n b
aa
r s
ub
lie
m
e 
ge
 vo
el
en
s 
bi
j m
ez
el
f h
ad
 b
es
pe
ur
d.
 V
er
w
oe
st
 H
ui
s 
O
p 
N
oo
rd
 m
aa
kt
e 
je
  
al
s 
to
es
ch
ou
w
er
 o
ng
e m
ak
 ke
lij
k,
 a
le
rt,
 a
ls
of
 d
e 
no
tie
 v
an
 v
er
va
l e
n 
de
 n
ot
ie
 
va
n 
sc
he
pp
in
g 
zo
 n
ad
ru
kk
el
ijk
 m
et
 e
lk
aa
r i
n 
bo
ts
in
g 
kw
am
en
 d
at
 je
 e
r b
ijn
a 
tu
ss
en
 w
er
d 
ge
pl
et
. H
oe
 k
w
am
 h
et
 d
at
 ik
 d
at
 h
ie
r, 
in
 A
m
st
er
da
m
-N
oo
rd
  
in
ee
ns
 z
o 
st
er
k 
er
vo
er
? 
W
aa
ro
m
 w
as
 m
e 
da
t (
bi
jn
a)
 n
oo
it 
ee
rd
er
 g
eb
eu
rd
?
H
oe
 la
ng
er
 ik
 e
ro
ve
r n
ad
ac
ht
, h
oe
 m
ee
r i
k 
be
se
fte
 d
at
 ju
is
t d
e 
un
ic
ite
it 
va
n 
de
 e
rv
ar
in
g 
de
 re
de
n 
ko
n 
zi
jn
 w
aa
ro
m
 T
ee
uw
en
s 
in
st
al
la
tie
 
G
ec
on
st
ru
ee
rd
e 
ru
ïn
e
H
an
s 
de
n 
H
ar
to
g 
Ja
ge
r
Al
le
s 
m
oe
t a
lti
jd
 e
er
st
 k
ap
ot
 w
or
de
n 
ge
 m
aa
kt
. W
ie
 M
ar
ja
n 
Te
eu
w
en
s 
Ve
rw
oe
st
 H
ui
s 
O
p 
N
oo
rd
 in
 d
e 
A
m
st
er
da
m
se
 W
ie
rin
ge
rw
aa
rd
 st
ra
at
 
be
zo
ch
t, 
w
er
d 
al
 s
ne
l d
oo
r 
te
ge
ns
tr
ijd
ig
e 
ge
vo
e l
en
s 
ge
sl
ag
en
. H
et
 h
ui
s 
za
g 
er
 a
an
 d
e 
bu
ite
nk
an
t u
it 
al
s 
zo
’n
 ty
pi
sc
h 
ja
re
n-
ze
ve
nt
ig
-w
on
in
gb
lo
k:
 
ka
al
, e
en
vo
ud
ig
, a
no
ni
em
. M
aa
r h
et
 o
nt
hu
ld
e 
pa
s 
zi
jn
 w
ar
e 
aa
rd
 a
ls
 je
 n
aa
r 
bi
nn
en
 li
ep
. E
er
st
 v
ia
 e
en
 s
m
al
 g
an
ge
tje
, m
et
 la
ge
, g
es
ta
pe
ld
e 
m
ur
en
 v
an
 
pu
in
 –
 d
aa
r h
ee
rs
te
 e
er
de
r d
e 
sf
ee
r v
an
 v
er
va
l e
n 
af
br
aa
k 
da
n 
di
e 
va
n 
ee
n 
ni
eu
w
 k
un
st
w
er
k.
 D
an
, o
p 
de
 e
er
st
e 
ve
rd
ie
pi
ng
, b
el
an
dd
e 
je
 in
ee
ns
 in
  
ee
n 
an
de
re
 w
er
el
d.
 D
it 
w
as
 g
ee
n 
A
m
st
er
da
m
-N
oo
rd
, g
ee
n 
so
ci
al
e 
w
on
in
g-
bo
uw
, m
aa
r i
et
s 
w
at
 a
nd
er
s 
w
as
, n
ie
uw
, m
aa
r e
r n
ie
t a
ls
 n
ie
uw
 u
it z
ag
. I
n 
di
t v
er
w
oe
st
e 
hu
is
 h
ee
rs
te
 z
ow
el
 d
e 
ch
ao
s 
va
n 
ve
rs
e 
ve
rn
ie
tig
in
g 
al
s 
de
 
fri
sh
ei
d 
va
n 
ni
eu
w
e 
sc
he
pp
in
g:
 o
ve
ra
l s
to
nd
en
 e
n 
la
ge
n 
pl
an
ke
n,
 b
ro
kk
en
 
pu
in
, e
n 
sc
hi
jn
ba
ar
 o
ve
rb
od
ig
e 
st
uk
ke
n 
re
st
m
at
er
ia
al
 g
eo
rd
en
d 
vo
lg
en
s 
zo
rg
vu
ld
ig
 o
ve
r d
ac
ht
e 
pr
in
ci
pe
s.
 A
an
 d
e 
lin
ke
rk
an
t s
to
nd
en
 h
og
e 
w
itt
e 
pi
la
re
n,
 o
pg
eb
ou
w
d 
ui
t v
oo
rm
al
ig
 is
ol
at
ie
 m
at
er
ia
al
 e
n 
an
de
r p
la
at
 w
er
k,
 d
ie
 
op
 e
en
 s
ci
fi-
ac
ht
ig
e 
m
an
ie
r d
e 
su
gg
es
tie
 g
av
en
 v
an
 la
ng
e 
ga
ng
en
 e
n 
ve
r-
bo
rg
en
 ru
im
te
s.
 D
e 
ac
ht
er
w
an
de
n 
da
ar
en
te
ge
n 
be
st
on
de
n 
ui
t s
ta
pe
lin
ge
n 
va
n 
ou
de
 p
la
nk
en
, d
eu
rp
os
te
n,
 p
ui
n 
en
 s
tu
kk
en
 s
te
en
 d
ie
 n
ie
t w
ar
en
 
ge
m
et
se
ld
 o
f g
ev
oe
gd
, w
aa
rd
oo
r z
e 
no
g 
he
t m
ee
st
 le
ke
n 
op
 e
en
 m
id
de
l-
ee
uw
s 
bo
uw
w
er
k 
da
t e
lk
 m
om
en
t k
on
 w
or
de
n 
do
or
br
ok
en
 o
f v
er
w
ijd
er
d.
 
O
nd
er
tu
ss
en
 w
ar
en
 v
er
sc
hi
lle
nd
e 
va
n 
de
 d
ik
ke
, z
w
ar
e 
be
to
nn
en
 v
lo
er
de
le
n 
zo
 g
ek
an
te
ld
 d
at
 je
 e
r m
et
 g
ee
n 
m
og
el
ijk
he
id
 m
ee
r o
p 
ko
n 
lo
pe
n 
– 
ab
st
ra
ct
e 
sc
ul
pt
ur
en
 w
ar
en
 h
et
 n
u,
 d
ie
 v
er
sc
hi
lle
nd
e 
ve
rd
ie
pi
ng
en
 o
ve
rs
pa
nd
en
.
Ju
is
t d
e 
co
m
bi
na
tie
 v
an
 te
ge
ns
te
lli
ng
en
 m
aa
kt
e 
he
t h
ui
s 
zo
 
ov
er
w
el
di
ge
nd
 –
 h
et
 w
as
 te
 o
nb
ek
en
d,
 te
 o
ng
em
ak
ke
lij
k,
 te
 o
nb
eh
ee
rs
ba
ar
. 
W
er
d 
hi
er
 g
es
ch
ap
en
 o
f v
er
ni
et
ig
d?
 W
as
 d
it 
ee
n 
od
e 
aa
n 
he
t v
er
le
de
n 
 
of
 e
en
 lo
fz
an
g 
op
 d
e 
to
e k
om
st
? 
O
nw
ee
rs
ta
an
ba
ar
 m
oe
st
 ik
 d
en
ke
n 
aa
n 
he
t i
de
e 
va
n 
‘h
et
 s
ub
lie
m
e’
, w
aa
ro
ve
r i
k 
ee
n 
pa
ar
 ja
ar
 g
el
ed
en
 e
en
 b
oe
k 
ha
d 
ge
pu
bl
ic
ee
rd
. H
et
 s
ub
lie
m
e 
is
 h
et
 id
ee
 d
at
 e
r k
ra
ch
te
n 
be
st
aa
n 
di
e 
zo
 
gr
oo
ts
 z
ijn
, z
o 
ov
er
w
el
di
ge
nd
, d
at
 je
 e
r a
ls
 m
en
s 
di
ep
 v
an
 o
nd
er
 d
e 
in
dr
uk
 
be
nt
, m
aa
r t
eg
el
ijk
 w
or
d 
je
 o
ok
 z
oz
ee
r o
ve
rd
on
de
re
nd
 d
at
 je
 o
ng
em
ak
ke
lij
k 
w
or
dt
, b
an
g,
 d
at
 je
 h
et
 g
ev
oe
l k
rij
gt
 d
ie
 k
ra
ch
te
n 
ni
et
 m
ee
r t
e 
ku
nn
en
 
be
he
er
se
n.
 H
et
 s
ub
lie
m
e 
is
 im
po
ne
re
nd
, m
oo
i, 
ov
er
w
el
di
ge
nd
, m
aa
r o
ok
 
on
m
is
ke
nb
aa
r g
ro
te
r d
an
 je
ze
lf.
 O
nb
eh
ee
rs
ba
ar
 in
 z
ijn
 te
ge
ns
tri
jd
ig
he
id
.
N
a 
m
ijn
 e
er
st
e 
ro
nd
ga
ng
 d
oo
r h
et
 h
ui
s 
ra
ak
te
n 
M
ar
ja
n 
Te
eu
w
en
 e
n 
ik
 in
 g
es
pr
ek
. W
e 
za
 te
n 
vo
or
 d
e 
in
ga
ng
 v
an
 h
et
 g
eb
ou
w
; o
p 
he
t b
ra
ak
-
lig
ge
nd
e 
te
rr
ei
n 
er
na
as
t l
ag
en
 g
ro
te
 s
ta
pe
ls
 h
al
f v
er
 pu
lv
er
d 
bo
uw
m
at
er
ia
al
, 
ac
ht
er
 h
et
 h
ek
 s
to
nd
en
 n
ie
uw
e 
la
ag
bo
uw
w
on
in
ge
n 
di
e 
ge
tu
ig
de
n 
va
n 
de
 
hu
is
ve
st
in
gs
id
eo
lo
gi
e 
va
n 
de
 ja
re
n 
ne
ge
nt
ig
. D
e 
ko
pj
es
 th
ee
 o
p 
on
ze
 ta
fe
l 
w
ar
en
 li
ch
t b
es
to
ft 
– 
ee
n 
ra
ar
 id
ee
 d
at
 d
ez
e 
su
lli
ge
, a
lle
da
ag
se
 p
or
tie
k-
w
on
in
ge
n 
va
nb
in
ne
n 
zo
’n
 s
ub
lie
m
 g
eh
ei
m
 b
ev
at
te
n.
 T
ee
uw
en
 e
n 
ik
 s
pr
ak
en
 
Marjan Teeuwen,  
Destroyed House  
Op Noord 6, 2014 
A
do
lf 
H
itl
er
 a
nd
 A
lb
er
t 
Sp
ee
r, 
B
er
ch
te
sg
ad
en
, 
G
er
m
an
y,
 1
93
4 
Geconstrueerde ruïne
C
on
st
ru
ct
ed
 R
ui
n
Hans den Hartog Jager
H
an
s 
de
n 
H
ar
to
g 
Ja
ge
r
constantly and meticulously balanced on the 
sharp edge between construction and destruction 
and, equally important, between (raw) reality and 
stylization. Whichever way you look at it: Destroyed 
House Op Noord is stylized, but not prettified; con-
trolled, but not harmless. The structures Teeuwen 
installed in the house may be large, heavy and 
mighty (and maybe even dangerous); but they are 
also unstable, vulnerable and temporary. Every-
one wandering through the house realized that 
one step in the wrong direction could be mortally 
dangerous, but this danger was experienced in an 
Amsterdam apartment from the 1970s. And then 
there was this strange tension between uniqueness 
and ordinariness. Each visitor of the house became 
confused because they had never experienced 
anything like it, and this confusion was only rein-
forced by the fact that these were so evidently no 
anonymous, self-created piles of stone. This was 
Amsterdam North. This was everyday life. Just 
look: bathroom tiles, loose wires. Real, ordinary 
people lived here, not so long ago.
And now this.
It is precisely this gesture, this radical trans-
formation of a perfectly ordinary housing block 
into a controlled ruin that makes the comparison 
of Teeuwen’s project to Speer so uncomfortable.  
It is precisely by presenting decay, destruction in 
such ordinary surroundings that Teeuwen showed 
that the transition from construction to demolition, 
from creation to destruction is not non-committal—
decay is not reserved to a vague, post-thousand-
year future, as Speer hoped. Teeuwen confronted 
her spectators with a sublimely controlled form  
of destruction in their everyday lives—which  
is something quite different from a romantic ruin  
in a well-controlled painting or in the concept of  
a strange fascist architect. This was now, this was 
here, but what did it do then and there?
It is because of this that it was the perfect 
choice to situate this destroyed house in a painful, 
almost desolate ordinary apartment complex 
rather than on a dramatic, romantic location. 
Through the undistinguished, somewhat awkward 
entrance you now entered a dark cave in our 
society, filled with feelings of discomfort and unease 
so easily overlooked. Now they over whelmed  
you with full force, precisely because Teeuwen did 
not accentuate or imitate the decay, but gave a 
new, subtle central position. Remark ably enough 
this made the whole neither depressing nor 
oppres sive. For at any moment there was also  
the comfort of creation, of the new order Teeuwen  
had erected upon the old one, showing that  
the power of good art lies in the control of such  
huge con trasts. In art it is possible. Art offers  
that way out.
As stated before: everything has to be 
demolished first. But destruction also offers  
the opportunity of creating something new. Good 
art is never the end. It simply transforms the 
existing world into something else—something  
not necessarily less valuable.
The longer I thought about this, the more  
I realized that it was the very uniqueness of  
the experience that may have been the reason 
why Teeuwen’s installation had made me (and 
nearly every visitor, for that matter) uncomfortable. 
Taking one step back: the sublime is a typical 
product of Romanticism, which in turn was  
an immediate reaction to the Enlightenment. The 
Enlightenment, which dominated thinking in the 
eighteenth century in particular, revolved around 
the idea that man could have complete control  
of the world. This wasn’t such a strange idea  
at the time: new sciences and technologies were 
emerging, and one invention after another was 
made, making man less and less dependent on 
God and the Church—so why would man not  
be able to create his own reality? Romanticism 
had different ideas about this: from the end of the 
eighteenth century onward an increasing number 
of people (especially artists) realized that it wasn’t 
all that simple for man to control life. There would 
always be forces that were stronger: nature,  
time and last but not least the human mind itself 
ensured that complete control would remain out of 
reach forever—romantic man emphatically makes 
the most of his conditions and his limitations.  
At the same time, romantic artists realized all too 
well that it was in the very pursuit of control  
that true human nature was best made visible. 
Consequently, in many of the best early romantic 
paintings, especially those by Caspar David 
Friedrich and William Turner, we see the confron-
tation between man and nature being pushed up to 
great heights: storms, high seas, fires, you name  
it. The ruin fitted within this concept too: on the one 
hand it was the ideal symbol of man’s ability to 
erect things, on the other it was a repre sen tation 
of the fact that this power was not ever lasting—
and that this didn’t have to be such a bad thing.
Ruins, especially the ones on the canvases 
of romantic painters, are so attractive to people 
because they represent the perfect middle course 
between culture and nature. Nature shows itself 
by slowly overtaking the building and ‘returning it 
to dust’. Culture slips inevitably from your hands. 
You can fantasize about it, gape at the image, the 
light. Oh well, time slips by, and so do we.
But: it is paintings we are talking about here.
A real ruin is quite a different story. I don’t 
know what your experiences are, but in practice 
ruins, or at least buildings that pass for real ruins, 
are rarely pleasant places for contemplation. Ruins 
are cold, draughty and damp, their walls covered in 
mildew, any attempt at idyllic day dreaming dashed 
by empty Cola Light bottles and used con doms 
that force themselves on your attention—but for 
some reason you rarely see those in romantic 
works of art. Maybe ruins only become exciting 
when stylized, dominated by artistic form after all, 
however paradoxical this may sound. Yet it is this 
very paradox that makes Teeuwen’s Destroyed 
House Op Noord so intriguing. The key is in the 
choices she made: throughout the project, she has 
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Niet struikelen nu, is het devies
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1 — Zie: ‘Making Cities. De stad van de toekomst’, 
uitzending van Tegenlicht, VPRO, 16 april 2012,  
www.vpro.nl/programmas/tegenlicht/kijk/afleveringen/ 
2011-2012/making-cities.html.
2 — Ludo van Halem, conservator 20ste-eeuwse kunst 
van het Rijksmuseum, beschreef de installatie Verwoest 
Huis Op Noord in het voormalige woon complex aan  
de Wieringerwaardstraat in Amsterdam in zijn openings-
speech destijds als een combinatie van twee uitersten: 
een ‘orgie van puin’ en een ruimtelijk stilleven.
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The block has been bared of all decoration, 
stripped to the bone. One tiled wall has remained 
erect and may be called an exception. Except for 
the main load-bearing walls and a minimum of 
circulation space, a large part of the skeleton has 
been destroyed—and thoroughly, too, for walls 
have been demolished in part or entirely, floors 
have been turned over or sawn in half. Sometimes 
they hang in diagonals between two floors; else-
where they drop down perpendicularly. In those 
cases, the floor turns into a blank wall, blocking the 
view wall-to-wall and on eye level, a void gaping 
right at your feet: an abyss of chunks of concrete, 
with remnants of reinforcement sticking out on 
twisted iron bars.
Do not stumble now, is the motto. And  
apart from that: keep your eyes open, put your 
organ of balance on edge and stick out your 
antennae. A certain acrophobia makes itself  
felt—and this is only part of the disorienting effect 
on site, for it doesn’t stop with dropping floors. 
Everything is off balance here, and anything that 
still stands, topsy-turvy, consists of piled-up 
debris. The house has risen from its own remnants. 
Not entirely its own remnants, but almost. In 
Rotterdam South and Amsterdam North, Teeuwen 
also used recycled sheets of plastic. Given the 
dominant impression of crisis and trauma control, 
it is paradoxical that the plastic should shimmer.  
It spreads points of light among all the grit and 
debris, like sparks of hope in a deserted chapel. 
For the rest it is predominantly dusty and  
bleak, damp or, con versely, unpleasantly dry and  
dark, rather like in a tomb. Daylight has been 
pushed out, provisions such as electricity have 
been abolished. At the most, an occasional  
bare bulb burns, powered by long black cables 
from outside.
And still, in these ruins, these sublimated 
spaces, in which Teeuwen welcomes her  
guests, something else is felt besides emptiness,  
depth and havoc: a heightened degree of 
intensity, discipline and order. All planks, doors 
and door posts, chunks of concrete, half and whole 
bricks, grit, glass and iron, roughly collected by 
Teeuwen according to type and colour. She turned 
these col lections into stacking structures, semi-
monochrome arrangements. These are the new 
buttresses and pillars in the room: architectural 
structures ema nating from the house itself end 
giving it its new shape. These stacking structures, 
accumulations against the walls or indeed, 
replacing these walls, are reminiscent of diabolos. 
They have inter secting and zigzagging outlines. 
They expand, but can also recede sharply, 
creating chinks and gaps: per spectives that end 
abruptly in the dark ness behind—as in a cave 
system or subterranean labyrinth.
Similar to diabolos these stacking 
structures, carrying and supporting this glorified 
ruin, stand for an exercise in balance. Teeuwen 
has put everything on edge. Order is found in 
disorder, but it is a diabolical harmony.
Do Not Stumble Now, Is the Motto
The Dwelling as a Treacherous Area, 
Comparable to the Human Mind
Wilma Sütö
A Diabolical Exercise in Balance Large-
scale architectural installations are the speciality 
of Marjan Teeuwen, who is known as a sculptor 
and photographer. Given the current urbanization 
with the city functioning predominantly as a growth 
market for multinationals,1 such a sentence tends 
to sound of capital and glamour, but glamour  
is quite the opposite of Teeuwen’s practice. She 
operates at a distance from glazed buildings and 
mirror façades. Her building materials consist  
of ordinary houses: a former snack bar with living 
space in ’s-Hertogenbosch; a group of terraced 
houses in Rotterdam South; a Russian wooden 
house in Siberia; a council housing apartment 
building in Amsterdam Slotervaart and, finally, more 
than a dozen apartments in Amsterdam North. 
The locations in themselves are an indication that 
we are not dealing with the most representative 
areas of the city here.
Caution is required when walking round  
in her installations, for Teeuwen works with 
condemned buildings and debris. She unleashes 
destructive forces, demolition in fact. This demo-
lition is contained, transformed and organized just 
enough to remain upright and simultaneously act 
as a model, a symbol of demolition. The dwelling, 
with its front door, hallways, staircases and various 
rooms, is basically still there, but now as a glorified 
ruin. Against the ideal it once represented, to the 
residents of the building and even before that, 
when it was erected with the best social intentions, 
Teeuwen sets her own architectural typology. 
Rather than a cornerstone or personal refuge, the 
dwelling as she presents it is a treacherous area, 
comparable to the human mind: rich in hiding 
places, views and insights, but also in dark nooks 
and abysses.
The transformations executed by the 
contractor plus a small team of workers, including 
Teeuwen herself and following her instructions, 
imbue the house—and sometimes the entire block 
—with a strong inner and mental charge. This  
may sound abstract, but it is anything but vague. 
In accordance to the actual construction of the 
houses, the symbolism of this interior space is hard 
as stone, steel and concrete. Teeuwen is building 
a personal form of architecture parlante, in which 
the psychology of the house is revealed and  
can be read from the material, complete with 
scars and traces of violence. It cannot be denied 
that suf fer ing has cut deeper than love here.  
The communication breakdown is expressed in 
grubby electric wires leading nowhere and a half-
buried telephone horn; with a barely concealed, 
almost aggressive display of sexual symbolism  
a single stovepipe protrudes starkly, accentuating 
the ‘orgy of debris’.2 
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to demolition. In her work, the story from the 1960s 
gets a visual sequel, seen from the other side of 
the spectrum: at the beginning of the twenty-first 
century, towards the end of the capitalist dream.
Sometimes timing is telling. After all,  
parallel to the outbreak of the crisis in 2008 
Teeuwen started in her own city of residence 
’s-Hertogenbosch with the first installment of what 
has since grown into the famous series Destroyed 
House, culminating in the treatment of fourteen 
apartments at once in Amsterdam North (2014).  
It is hard not to consider this expansive urge  
to dismantle and this sublimation of destruction  
a comment of a perverted grab culture and the 
destruction of the welfare state. Particularly sour 
is the realization that our malaise still represents 
other people’s dream world: Teeuwen’s destroyed 
houses can also be viewed as monuments for  
all migrants who were driven from their homes  
by force of arms. While Teeuwen opens existential 
abysses in her installations that transcend place 
and time, current affairs also lend an inescapable 
context to her work.
Social consciousness is also evident  
in the work’s kinship to the pioneering work of  
the American architect Gordon Matta-Clark 
(1943 – 1978), who in 1970s New York attacked 
abandoned buildings with chainsaws and angle 
grinders, partly out of protest against the 
prevailing lack of occupancy and new housing 
rage. Cutting geometric forms out of walls, floors 
and ceilings, Matta-Clark turned condemned 
buildings into sculptures. He opened sightlines 
from the inside to the outside, straight through  
the floors, creating a dynamic and spectacular  
three-dimensional effect: as if a meteorite  
had soared through the entire building. Calling it 
‘anarchitecture’ he gave his work a political twist, 
coupling architecture to anarchism. In doing  
so, he tilted the dividing line between the political 
and the personal, between the privacy of a  
house and publicness, between the interior and 
the exterior, aiming, as he formulated it himself,  
‘to convert a place into a state of mind’.3
A similar state of mind is driven even further 
by Teeuwen. Her glorified ruins also relate to  
life outside, with its social, economic and political 
intricacies. The house stands in the city; the  
city defines the house. But unlike Matta-Clark’s 
trans parently perforated sets, here the wind of 
publicness and the public domain have to squeeze 
their way through chinks and gaps, soon encoun-
tering heavily densified stacks of debris. To a 
much greater extent , Teeuwen’s is an inner world 
in which the psychological dimension triumphs.  
As a house of the mind it transcends matter. Once 
chairs, tables and beds stood here, photographs 
may have hung on the walls, carpets lay on the 
floors and spoons in the drawer, but now it is no 
longer the domain of things; on the contrary.
While Jérome and Sylvie quench their thirst 
with the things they surround themselves with, 
Teeuwen does away with them. Exit all dead weight! 
Demolition Towards the End of the 
Capitalist Dream 
 Their flat would rarely be tidy, but its very 
untidiness would be its greatest charm.  
They would hardly bother themselves with it: 
they would live in it. The comfort of their 
surroundings would seem an established fact, 
a datum, a state of their nature.
In his novel Things: A Story of the Sixties 
Georges Perec dwells on the Paris apartment  
of his two protagonists Jérome and Sylvie, who 
earn their money in the world of advertising,  
for many pages. They give a face to the first luxury 
generation after the Second World War. Perec 
directs our gaze across the grey carpet in the 
narrow, long and high-ceilinged corridor of their flat, 
and from there it goes on: across the ‘cupboards, 
in light-coloured wood, with fittings of gleaming 
brass’, the prints on the wall and the curtains,  
to the living room, where the carpet would give 
way ‘to an almost yellow woodblock floor, partly 
covered by three faded rugs’. Using a detailed 
voyeurism he drives us deeper and deeper into 
the house, yet all precision and suggested luxury 
cannot disguise the fact that his is a conditional 
voyeurism. The apartment full of antique furniture 
and luxurious accessories lightening up in the 
dusk is a fantasy. Nowhere does the author confirm 
the material illusion he evokes; on the contrary,  
he consistently inflects the verb ‘to be’ indirectly: 
the house would look like that, yes, if Jérome  
and Sylvie’s dreams were to come true, but this is 
not the case. In their pursuit of wealth, luxury and 
comfort these petty heroes of consumer society 
are mercilessly confronted with the emptiness  
of their materialism.
‘No plan seemed impossible to them. They 
would not know rancour, or bitterness or envy.  
For their means and their desires would always 
match in all way.’ Sure, it would be that harmonious, 
if, alas, it were not different. In the epilogue, in 
which Perec takes stock for Jérome and Sylvie, 
he exclusively uses the future tense, which sounds 
like an ominous prediction: ‘They will dream of 
getting away.’ And: ‘The journey will be pleasant 
for a long while’, but: ‘the meal they will be  
served will be quite simply tasteless’. Perec even 
concludes his sociological tale with a moral, a 
quotation of Karl Marx, in which that truth is not 
recommended as a palpable result but as a search: 
‘The quest for truth must be itself be true.’
Things: A Story of the Sixties was published 
in 1965. With the hindsight of half a century  
its clear-cut moralism may deviate from current 
standards, but this does not make the book, or its 
moralism, any less compelling. On the contrary: 
the global financial crisis that followed the implosion 
of the American housing market in 2008 made  
the failure of life fulfillment through possessions  
all the more topical. While Perec describes his 
critique of consumerism sufficiently subtle and with 
much feeling for the magnetic attraction of ‘things’, 
in Teeuwen’s case a similar core of criticism leads 
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4 — See for an overview of the complete series  
of Living Rooms and the beginning of the later  
series Destroyed House the monograph Marjan 
Teeuwen: Works: MMII – XI (’s-Hertogenbosch: self-
published, 2011). 
5 — Biographical notes and quotes were based on 
interviews and correspondence of the author with the 
artist, late 2013 and early 2014, and on the introduction 
Teeuwen wrote to the catalogue accompanying the 
group exhibition (curated by herself) ‘The Glorious Rise 
and Fall (and so on)’, Den Bosch 2013.
figure. There she lies: her back turned towards us, 
on a pile of matrasses, squeezed between piles of 
newspapers, clothes and shoe boxes, subordinate 
to a higher order, a thing among things. No wonder 
she finally decides to wrest herself free from 
matter and—exit dead weight!—hit back. The room 
unfolds like a self-portrait, filled with a compressed 
symbolism, in which mental and physical 
oppressions confirm one another.
The reflections on the human condition  
take shape against a personal background, which 
hails back to Teeuwen’s earliest childhood, in 
which she became disabled due to polio. The family 
was far from harmonious.5 
 The artistic process coincides with who I am. 
Wanting to overcome obstacles has become 
part of my life and my personality. My child-
hood made me alert to the forces of power  
and power lessness, inclusion and exclusion, 
flowering and decline. Furthermore, I was born 
shortly after the war: a reconstruction child. 
Destructive forces dominate the news and 
usually receive all attention, whereas con struc-
tive powers are often taken for granted. But  
in my view, the are mutually linked.
It is this ambiguity, this diabolical balancing 
exercise at the interface between making and 
breaking, that is essential to Teeuwen’s work.  
Her architectural installations are characterized by 
an almost palpable, animistic energy. The planks, 
bricks, concrete and glass: all this matter, with 
which we usually support our lives but in which we 
now also see the fragments of that life, is charged 
with emotions, in particular with feelings of loss 
and longing. The house is our private universe,  
a haven of refuge that can be both protective and 
restrictive, and Teeuwen unfolds its double bottoms. 
She reveals its dungeons, as a shelter for the 
soul, but also: to break free from it.
About the amount of physical effort required 
for this work, which is high enough to raise 
reservations as to the road she has to travel  
to achieve her goal, she says:
 After graduating in 1988, from the depart ment 
of painting and monumental design, I have 
painted for twelve years. I thought this was  
a wise choice, given my physical disability.  
But I am not a painter. I am a builder. I have  
a strong psychological urge to handle things 
that appear just a little too big. I probably made 
this choice to go to the max at a very young 
age. Resistance either makes you recoil or go 
to the max.
 From 2002 onward I started making three-
dimensional work related to architecture; more 
monumental than I would ever have imagined. 
In the process I had to deal with much resis-
tance, chaos, mess, noise, debris and waste. 
Thinking big implies that you can fall deep as 
well. Maybe that is artistic maturity. It ensures 
that I will make the most of it, that I will go  
to the max artistically as well. And the endless 
process of stacking and building sharpens my 
She performs a form of exorcism charged with  
a clear social commitment, but with an urgency 
derived from personal motifs. There are 
autographical notions in her architecture parlante. 
Even if they can’t be read to the letter, they do 
provide this mental domain with its intensity.  
The densely stacked layers of building materials 
constitute an archive with chiseled-out thoughts 
and feelings.
‘This is How I Stand’ 
At the Interface of Order and Disorder; 
Making and Breaking; Life and Death Prior to 
her architectural interventions in houses and 
blocks, Teeuwen focused on instal lations covering 
no more than one room (during the years from 
2000 to 2005).4 This simple room consists of a 
floor, a ceiling and three walls. There is no fourth 
wall. The room opens up to the audience like  
a theatrical stage or, seen in its simple cubic form: 
a folded-out show-box. Only photographs of it 
survive, in the same way that only photographs 
eventually remain of the complex ruins. Their func-
tion is not merely documentary. The photographs 
are well-balanced as autonomous works of art. 
They present the interior frontally, their flatness 
reinforcing the character of the typical Teeuwen 
construction: at the interface of order and disorder; 
making and breaking; life and death.
A remarkable feature, in the light of  
the demolition of the houses, is the overwhelming 
number of things with which the rooms are filled.  
It is mostly everyday things and utensils: plastic 
bags, shoeboxes, archive folders, books, clothing, 
matrasses, newspapers, storage racks and some-
times some foodstuffs such as a bag of oranges 
or a couple of red cabbages. All these things  
have been piled on top of and next to each other, 
wall to wall, floor to ceiling. The rooms bulge  
with them. Apart from a hysterical collecting  
urge, a frenzied stacking mania is also evident  
here. Some rules that have been used, both 
formally and thematically, can be read from the 
arrangement. Colour plays a role. Compositions 
have been created with bright oranges and  
reds of almost luminous plastic; voids have been  
filled with blocks of wood, piles of newspapers 
form separate columns. Valuables are absent.  
If anything shines, it is the translucent wrapping  
of roles of kitchen and toilet paper.
But there is another thing that highly matters 
in this non-hierarchical household. More than once, 
a pair of shoes can be seen right in front, near the 
picture’s edge, virtually in the middle. The noses 
point inward, as an invitation to the viewer: come, 
step into the image! But at second glance one 
discovers that these are orthopedic shoes, tailor-
made and consequently far from suited for every-
one. The assumption that these are the shoes of 
Marjan Teeuwen (Venlo, 1953) herself is confirmed 
by her own appearance before the camera: full-
length among all those things around her, both 
reinforcing and warding off the loneliness of her 
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in Louise Bourgeois, Memory and Architecture,  
exh. cat. Muso Nacional Centro de Arte Reina Sofia 
(Madrid, 1999), pp. 63 – 75.
7 — Louise Bourgeois, Destruction/Reconstruction  
of the Father: Writings and Interviews 1923 – 1997,  
ed. Marie-Laure Bernadac and Hans Ulrich Obrist 
(London and Cambridge, MA: MIT, 1998), p. 367.
8 — Ralph Rugoff in Psycho Buildings: Artists Take  
on Architecture: Architecture by Artists, featuring  
Atelier Bow-Wow, Beutler, Gelitin, Los Carpinteros, 
Mike Nelson, Ernesto Neto, Tobias Putrih, Tomás 
Saraceno, Do Ho Suh, Rachel Whiteread, exh. cat. 
Hayward Gallery (London, 2008), p. 19. 
9 — Charlotte Mullins, RW: Rachel Whiteread  
(London: Tate Publishing, 2004).
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Image and idea are in line in Teeuwen’s 
work. Her installations are filled with feelings  
and thoughts; stories and inventions. Art-historical 
genres also whirl about in her works. Beside  
the self-portrait ghosting about, the still life  
unfolds here, in three dimensions, as a sculptural 
memento mori. And given the inherent cultural 
criticism, the glorified ruin is a historical piece 
haunted by current times. Associations with acts 
of war join resonances of the economic crises. 
The stacked-up fragments are reminiscent of the 
Tower of Babel: symbol of a confusion of tongues 
and thwarted pride. But none of the categories 
mentioned is sufficient by itself. And in addition to 
being a self-portrait, still life and history piece, each 
of Teeuwen’s installations is also a happening,  
an environment and the residue of a performance. 
The house as a factual construction accom mo-
dating fictions, seems to challenge its status as  
a work of art. It moves with the flow of projections 
and interpretations. In addition to being a chapel 
and a tomb, a memorial for beloved deceased 
maybe, it also is, dusty and all, a palace of mirrors 
for the public, which detects its own ghosts in it.
Psycho Building may be the most appro pri ate 
term available in the vocabulary of contemporary 
art: the name of a genre that did not become  
an actual genre until the beginning of this century, 
thanks to Hayward Gallery in London. Under the 
title Psycho Buildings: Artists Take on Architecture 
three-dimensional work was shown here in 2008 
by artists including Mike Nelson, Do Ho Suh and 
Rachel Whiteread—soulmates of Marjan Teeuwen 
who, like her, dig out the subconscious of archi-
tecture. In their work, says director Ralph Rugoff 
in the catalogue, 
we find architecture without its usual func-
tionality, but as a location of desires, memories 
and doubts; as a shelter for personal matters 
and collective history; a clash of cultures and  
a mix of (pre)conceptions. This work does not 
only address us as spectators, but surrounds 
and influences us as participants in the space 
it activates, speaking to us in both a visual  
and conceptual way and appealing to what has 
to be experienced, physically, rather than  
just seen.8
Exemplary, also as a counterpart to 
Teeuwen’s, is the work of Rachel Whiteread 
(London, 1963), who in 1993 was the first female 
winner of the Turner Prize.9 Whiteread often 
choses a location outside the museum, in the city 
centre or in a suburb, where her sculptures emerge 
as mental images. Famous is her monumental 
installation House (1993) in Northern London:  
a cast in concrete of a Victorian house. With its 
austere, compressed appearance and blind 
façade on which the windows and doors stand out 
in relief, this temporary sculpture concentrates all 
secrets of domestic life, almost like a sarcophagus. 
For the exhibition ‘Psycho Buildings’ Whiteread 
installed a ghost town of two hundred doll’s houses 
(Place, 2008). In this deserted town the public 
mind, in that respect I am like a monk. In the 
process, I discover the solution to a problem.
 It means that I can finally coincide with who  
I am. Not that I, as a human being, can 
overcome the polarity of construction versus 
destruc tion, for that transcends the merely 
human. In that, I agree with Dostoevsky. In his 
novel Notes from the Underground [1866]  
he concludes: ‘Man is equally inclined to build 
up the world and destroy it; this polarity is  
in his genes.’
A Dusty Palace of Mirrors for the 
Audience Although Teeuwen considers the  
time-consuming process of breaking, stacking and 
building a painstaking task, her installations  
are more like the result of some ritual, formalized  
fury. In art, we know that fury from the drawings, 
sculptures and installations of Louise Bourgeois 
(1911 – 2010). In Bourgeois’ work, too, the  
home plays an important thematic role, from the 
important group of early drawings, etches and 
paintings under the title Femme Maison (1946 –  
1947) onward.6 In this series, the house takes on 
a dominant, infantilizing form. For instance, the 
upper body of a nude woman disappears entirely 
beneath her own home, as if a doll’s house has 
fallen on top of her. Poor ‘housewife’ who, in the 
title Femme Maison as well, is transformed to a 
‘wifehouse’ and is condemned to the role of child 
wife: two small arms protrude from the house, 
powerless as a doll’s, greeting or reaching for help.
‘My emotions,’ Bourgeois declared in various 
interviews, 
are too big for me. Therefore they hinder me!  
I have to get rid of them. My emotions are my 
demons. The intensity… It is not the emotions 
themselves; it is their intensity—much too 
much to cope with. Therefore I have to pass 
them on. I pass on the energy to my sculptures. 
This is true for all I do. It has nothing to do  
with craft. It has nothing to do with skills. It has 
nothing to do with the mastering of materials. 
Materials are just materials, nothing else. 
Materials are not the artist’s subject. The artist’s 
subject consists of: emotions… and ideas… 
those two.7 
Teeuwen uses a similar approach. ‘I used  
to be afraid to follow my intuition’, she says. 
I thought I had to study a lot, know much, 
gather knowledge. And of course, that is very 
important, but since I acquired confidence in 
my work as an artist, I have also followed my 
intuition more and more. In my intuition, doubt 
disappears and I find solutions to rational 
problems. In this self-conquest, psychological 
conditions play a role. My childhood made me 
alert to extremes. Standing and falling. Order 
and chaos. Construction and destruction. Art, 
or at least my art, also consists of psychological 
transformation. Like science, art is a discipline 
par excellence in which man tries to fathom 
and overcome his faults.
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kr
iti
ek
 is
 d
e 
ve
r e
de
ld
e 
ru
ïn
e 
ee
n 
hi
st
or
ie
st
uk
 w
aa
rin
  
de
 e
ig
en
 ti
jd
 o
ps
pe
el
t. 
A
ss
oc
ia
tie
s 
m
et
 o
or
lo
gs
ge
w
el
d 
vo
eg
en
 z
ic
h 
bi
j  
he
t r
es
on
er
en
 v
an
 d
e 
ec
on
om
is
ch
e 
cr
is
is
. D
e 
ge
st
ap
el
de
 b
ro
ks
tu
kk
en
 
do
en
 d
en
ke
n 
aa
n 
de
 T
or
en
 v
an
 B
ab
el
: s
ym
bo
ol
 v
an
 s
pr
aa
kv
er
w
ar
rin
g 
en
 
ve
rij
de
ld
e 
ho
og
m
oe
d.
 M
aa
r g
ee
n 
va
n 
de
 g
en
oe
m
de
 c
at
eg
or
ie
ën
 v
ol
do
et
 
af
zo
nd
er
lij
k.
 E
n 
be
ha
lv
e 
ee
n 
ze
lfp
or
tre
t, 
st
ill
ev
en
 e
n 
hi
st
or
ie
st
uk
, i
s 
el
k 
 
va
n 
Te
eu
w
en
s 
in
st
al
la
tie
s 
bo
ve
nd
ie
n 
ee
n 
ha
pp
en
in
g,
 e
en
 e
nv
iro
nm
en
t  
en
 h
et
 re
si
du
 v
an
 e
en
 p
er
fo
rm
an
ce
. H
et
 h
ui
s,
 a
ls
 fe
ite
lij
ke
 c
on
st
ru
ct
ie
 d
ie
 
fic
tie
s 
he
rb
er
gt
, l
ijk
t z
ijn
 s
ta
tu
s 
va
n 
ku
ns
tw
er
k 
te
 b
et
w
is
te
n.
 H
et
 b
ew
ee
gt
 
m
ee
 o
p 
de
 s
tro
om
 v
an
 p
ro
je
ct
ie
s 
en
 in
te
rp
re
ta
tie
s.
 B
eh
al
ve
 e
en
 k
ap
el
  
en
 e
en
 to
m
be
, e
en
 h
er
in
ne
rin
gs
m
on
um
en
t v
oo
r d
ie
rb
ar
e 
ov
er
le
de
ne
n 
m
is
sc
hi
en
, i
s 
he
t, 
ve
rs
to
ft 
en
 w
el
, e
en
 s
pi
eg
el
pa
le
is
 v
oo
r h
et
 p
ub
lie
k 
da
t  
er
 z
ijn
 e
ig
en
 s
ch
im
m
en
 in
 o
nt
w
aa
rt.
 
P
sy
ch
o 
B
ui
ld
in
g 
is
 w
el
lic
ht
 d
e 
be
st
 p
as
se
nd
e 
te
rm
 d
ie
 in
 h
et
 
vo
ca
bu
la
ire
 v
an
 d
e 
co
nt
em
po
ra
in
e 
ku
ns
t v
oo
rh
an
de
n 
is
: d
e 
na
am
 v
an
  
ee
n 
ge
nr
e 
da
t p
as
 e
en
 e
ch
t g
en
re
 is
 g
ew
or
de
n 
in
 d
ez
e 
ee
uw
, m
et
 d
an
k 
aa
n 
de
 H
ay
w
ar
d 
G
al
le
ry
 in
 L
on
de
n.
 O
nd
er
 d
e 
tit
el
 P
sy
ch
o 
B
ui
ld
in
gs
: 
A
rti
st
s 
Ta
ke
 o
n 
A
rc
hi
te
ct
ur
e 
w
er
d 
hi
er
 in
 2
00
8 
ru
im
te
lij
k 
w
er
k 
ge
to
on
d 
 
va
n 
ku
ns
te
na
ar
s 
al
s 
M
ik
e 
N
el
so
n,
 D
o 
H
o 
S
uh
 e
n 
R
ac
he
l W
hi
te
re
ad
 –
 
ge
es
tv
er
w
an
te
n 
va
n 
Te
eu
w
en
, d
ie
 n
et
 a
ls
 z
ij 
he
t o
nd
er
be
w
us
tz
ijn
 v
an
 d
e 
ar
ch
ite
ct
uu
r u
itg
ra
ve
n.
 B
ij 
he
n,
 z
eg
t d
ire
ct
eu
r R
al
ph
 R
ug
of
f i
n 
de
 c
at
al
og
us
,
tre
ffe
n 
w
e 
ar
ch
i te
c t
uu
r z
on
de
r d
e 
ge
br
ui
ke
lij
ke
 fu
nc
tio
na
lit
ei
t, 
m
aa
r  
al
s 
lo
ca
tie
 v
an
 v
er
la
ng
en
s,
 h
er
in
ne
rin
ge
n 
en
 tw
ijf
el
s;
 a
ls
 o
nd
er
ko
m
en
 
vo
or
 p
er
so
on
lij
ke
 a
an
ge
 le
ge
nh
ed
en
 e
n 
co
lle
ct
ie
ve
 g
es
ch
ie
de
ni
s;
  
al
s 
ee
n 
bo
ts
in
g 
va
n 
cu
ltu
re
n 
en
 m
ix
 v
an
 (v
oo
r)
oo
rd
el
en
. D
it 
w
er
k 
ric
ht
 
zi
ch
 n
ie
t a
lle
en
 o
p 
on
s 
al
s 
to
e s
ch
ou
w
er
, m
aa
r o
m
rin
gt
 e
n 
be
ïn
vl
oe
dt
 
on
s 
al
s 
de
el
ne
m
er
s 
in
 d
e 
ru
im
te
 d
ie
 d
oo
r h
et
 w
er
k 
w
or
dt
 g
ea
ct
iv
ee
rd
. 
H
et
 s
pr
ee
kt
 o
ns
 a
an
 o
p 
ee
n 
be
el
 de
nd
e 
en
 te
ge
lij
k 
co
nc
ep
tu
el
e 
m
an
ie
r 
en
 a
pp
el
 le
er
t a
an
 d
at
 w
at
 e
rv
ar
en
 m
oe
t w
or
de
n,
 fy
si
ek
, v
ee
le
er
 d
an
 
al
le
en
 m
aa
r g
ez
ie
n.
8
E
xe
m
pl
ar
is
ch
, o
ok
 a
ls
 p
en
da
nt
 v
an
 T
ee
uw
en
, i
s 
he
t w
er
k 
va
n 
R
ac
he
l W
hi
te
re
ad
 (
Lo
nd
en
, 1
96
3)
, d
ie
 in
 1
99
3 
de
 e
er
st
e 
vr
ou
w
el
ijk
e 
w
in
na
re
s 
w
er
d 
va
n 
de
 T
ur
ne
r P
riz
e.
9  W
hi
te
re
ad
 v
er
ki
es
t v
aa
k 
ee
n 
lo
ca
tie
 
bu
ite
n 
he
t m
us
eu
m
, i
n 
he
t c
en
tr
um
 o
f e
en
 b
ui
te
nw
ijk
 v
an
 d
e 
st
ad
,  
w
aa
r h
aa
r s
cu
lp
tu
re
n 
op
do
em
en
 a
ls
 h
er
in
ne
rin
gs
 be
el
de
n.
 F
am
eu
s 
is
 d
e 
m
on
um
en
ta
le
 in
st
al
la
tie
 H
ou
se
 (1
99
3)
 in
 N
oo
rd
-L
on
de
n:
 e
en
 a
fg
ie
ts
el
  
va
n 
ee
n 
vi
ct
or
ia
an
s 
hu
is
 in
 b
et
on
. M
et
 z
ijn
 s
tre
ng
e,
 v
er
di
ch
te
 g
ed
aa
nt
e 
 
en
 z
ijn
 b
lin
de
 g
ev
el
, w
aa
r d
e 
ra
m
en
 e
n 
de
ur
en
 z
ic
h 
in
 re
lië
f o
p 
af
te
ke
nd
en
, 
m
e 
oo
k 
in
 a
rti
st
ie
ke
 z
in
 to
t h
et
 u
ite
rs
te
 g
aa
n.
 E
n 
he
t e
in
de
lo
ze
 s
ta
pe
le
n 
en
 b
ou
w
en
 s
ch
er
pt
 m
ijn
 g
ee
st
, d
aa
rin
 b
en
 ik
 a
ls
 e
en
 m
on
ni
k.
 In
 h
et
 
pr
oc
es
 o
nt
de
k 
ik
 d
e 
op
lo
ss
in
g 
va
n 
ee
n 
pr
ob
le
em
.
 H
et
 b
et
ek
en
t d
at
 ik
 e
in
de
lij
k 
ka
n 
sa
m
en
 va
lle
n 
m
et
 w
ie
 ik
 b
en
. N
ie
t d
at
 ik
 
al
s 
m
en
s 
de
 p
ol
ar
ite
it 
ka
n 
ov
er
w
in
ne
n 
va
n 
op
bo
uw
 v
er
su
s 
ve
rw
oe
st
in
g,
 
w
an
t d
ie
 g
aa
t h
et
 m
en
se
lij
ke
 te
 b
ov
en
. D
aa
ro
ve
r b
en
 ik
 h
et
 e
en
s 
m
et
 
D
os
to
je
vs
ki
. I
n 
zi
jn
 ro
m
an
 A
an
te
ke
ni
ng
en
 u
it 
he
t o
nd
er
gr
on
ds
e 
[1
88
6]
, 
co
nc
lu
de
er
t h
ij:
 ‘D
e 
m
en
s 
is
 in
 g
el
ijk
e 
m
at
e 
ge
ne
ig
d 
de
 w
er
el
d 
op
 te
 
bo
uw
en
 d
an
 w
el
 te
 v
er
w
oe
st
en
, d
e 
po
la
rit
ei
t z
it 
in
 z
ijn
 g
en
en
.’
Ve
rs
to
ft 
sp
ie
ge
lp
al
ei
s 
vo
or
 h
et
 p
ub
lie
k 
H
oe
w
el
 T
ee
uw
en
 h
et
 
tij
dr
ov
en
de
 p
ro
ce
s 
va
n 
br
ek
en
, s
ta
pe
le
n 
en
 b
ou
w
en
 a
ls
 m
on
ni
ke
n w
er
k 
be
sc
ho
uw
t, 
lij
ke
n 
ha
ar
 in
st
al
la
tie
s 
ee
rd
er
 h
et
 re
su
lta
at
 v
an
 e
en
 ri
tu
el
e,
 
ge
fo
rm
al
is
ee
rd
e 
fu
rie
. I
n 
de
 k
un
st
 k
en
ne
n 
w
e 
di
e 
fu
rie
 u
it 
de
 te
ke
ni
ng
en
, 
sc
ul
pt
ur
en
 e
n 
in
st
al
la
tie
s 
va
n 
Lo
ui
se
 B
ou
rg
eo
is
 (1
91
1 
– 
20
10
). 
O
ok
 b
ij 
B
ou
rg
eo
is
 v
er
vu
lt 
he
t w
oo
nh
ui
s 
th
em
at
is
ch
 e
en
 b
el
an
gr
ijk
e 
ro
l, 
va
na
f d
e 
be
 la
ng
rij
ke
 g
ro
ep
 v
ro
eg
e 
te
ke
ni
ng
en
, e
ts
en
 e
n 
sc
hi
l d
er
ije
n 
m
et
 d
e 
tit
el
 
Fe
m
m
e 
M
ai
so
n 
(1
94
6 
– 
19
47
).6
 H
et
 h
ui
s 
ne
em
t h
ie
rin
 e
en
 d
om
i n
an
te
, 
in
fa
nt
ili
se
re
nd
e 
ge
da
an
te
 a
an
. H
et
 b
ov
en
lic
ha
am
 v
an
 e
en
 n
aa
kt
e 
vr
ou
w
 
ve
rd
w
ijn
t b
ijv
oo
rb
ee
ld
 o
nd
er
 h
aa
r e
ig
en
 w
on
in
g,
 a
ls
of
 e
r e
en
 p
op
pe
nh
ui
s 
ov
er
 h
aa
r h
ee
n 
is
 g
ev
al
le
n.
 A
rm
e 
‘h
ui
sv
ro
uw
’ d
ie
, o
ok
 v
ia
 d
e 
tit
el
 F
em
m
e 
M
ai
so
n,
 w
or
dt
 o
m
ge
vo
rm
d 
to
t e
en
 ‘v
ro
uw
hu
is
’ e
n 
ve
ro
or
 de
el
d 
to
t d
e 
 
ro
l v
an
 k
in
dv
ro
uw
tje
: e
r s
te
ke
n 
tw
ee
 a
rm
pj
es
 u
it 
he
t h
ui
s,
 k
ra
ch
te
lo
os
 a
ls
 
va
n 
ee
n 
po
p,
 g
ro
et
en
d 
of
 re
ik
en
d 
na
ar
 h
ul
p.
 
‘M
ijn
 e
m
ot
ie
s’
, v
er
kl
aa
rd
e 
B
ou
rg
eo
is
 in
 d
iv
er
se
 in
te
rv
ie
w
s,
 
zi
jn
 te
 g
ro
ot
 v
oo
r m
e.
 D
aa
ro
m
 h
in
de
re
n 
ze
 m
e!
 Ik
 m
oe
t e
rv
an
 a
f. 
M
ijn
 
em
ot
ie
s 
zi
jn
 m
ijn
 d
em
on
en
. D
e 
in
te
ns
ite
it…
 H
et
 z
ijn
 n
ie
t d
e 
em
ot
ie
s 
ze
lf;
 h
et
 is
 d
e 
in
te
ns
ite
it 
va
n 
di
e 
em
ot
ie
s 
– 
ve
el
 te
 v
ee
l o
m
 te
 v
er
w
er
ke
n.
 
D
aa
ro
m
 m
oe
t i
k 
ze
 o
ve
rb
re
ng
en
. I
k 
br
en
g 
de
 e
ne
rg
ie
 o
ve
r 
in
 m
ijn
 
sc
ul
pt
ur
en
. D
it 
ge
ld
t v
oo
r a
lle
s 
w
at
 ik
 d
oe
. H
et
 h
ee
ft 
ni
et
s 
te
 m
ak
en
  
m
et
 a
m
ba
ch
t. 
H
et
 h
ee
ft 
ni
et
s 
te
 m
ak
en
 m
et
 v
aa
rd
ig
he
de
n.
 H
et
 h
ee
ft 
ni
et
s 
te
 m
ak
en
 m
et
 h
et
 b
eh
ee
rs
en
 v
an
 m
at
er
ia
le
n.
 M
at
er
ia
le
n 
zi
jn
 
al
le
en
 m
aa
r m
at
er
ia
le
n,
 v
er
de
r n
ie
ts
. M
at
er
ia
le
n 
zi
jn
 n
ie
t h
et
 o
nd
er
w
er
p 
va
n 
de
 k
un
s t
en
aa
r. 
H
et
 o
nd
er
w
er
p 
va
n 
de
 k
un
st
en
aa
r b
es
ta
at
 u
it:
 
em
ot
ie
s…
 e
n 
id
ee
ën
…
 d
ie
 tw
ee
.7
Te
eu
w
en
 h
an
te
er
t e
en
 o
ve
re
en
ko
m
st
ig
e 
be
na
de
rin
g.
 ‘V
ro
eg
er
 d
ur
fd
e 
ik
 w
ei
ni
g 
te
 v
ar
en
 o
p 
in
tu
ïti
e’
, z
eg
t z
ij.
Ik
 d
ac
ht
 d
at
 ik
 v
ee
l m
oe
st
 s
tu
de
re
n,
 v
ee
l m
oe
st
 w
et
en
, k
en
ni
s 
m
oe
st
 
ve
rz
am
el
en
. D
at
 is
 o
ok
 h
ee
l b
el
an
gr
ijk
, m
aa
r s
in
ds
 ik
 v
er
tro
uw
en
  
he
b 
in
 m
ijn
 w
er
k 
al
s 
ku
ns
te
na
ar
, v
aa
r i
k 
m
ee
r e
n 
m
ee
r o
p 
m
ijn
 in
tu
ïti
e.
 
D
aa
rin
 v
er
dw
ijn
t d
e 
tw
ijf
el
 e
n 
vi
nd
 ik
 o
pl
os
si
ng
en
 v
oo
r r
at
io
ne
le
 
be
zw
ar
en
. B
ij 
di
e 
ze
lfo
ve
rw
in
ni
ng
 s
pe
le
n 
ps
yc
ho
lo
gi
sc
he
 c
on
di
tie
s 
 
ee
n 
ro
l. 
M
ijn
 je
ug
d 
m
aa
kt
e 
m
e 
sc
he
rp
 v
oo
r u
it e
rs
te
n.
 S
ta
an
 e
n 
 
va
lle
n.
 O
rd
e 
en
 c
ha
os
. O
pb
ou
w
 e
n 
ve
rw
oe
st
in
g.
 K
un
st
, i
n 
el
k 
ge
va
l 
m
ijn
 k
un
st
, b
es
ta
at
 o
ok
 u
it 
ee
n 
ps
yc
ho
lo
gi
sc
he
 tr
an
sf
or
m
at
ie
.  
Portrait of Louise 
Bourgeois with Fillette, 
1968, by Robert 
Mapplethorpe, 1982  
Pi
et
er
 B
ru
eg
el
 I,
  
Th
e 
To
w
er
 o
f B
ab
el
,  
c.
 1
56
0 
M
ik
e 
N
el
so
n,
  
To
 th
e 
M
em
or
y 
of
  
H
.P
. L
ov
ec
ra
ft,
 2
00
8 
ph
ot
o:
 S
te
ph
en
 W
hi
te
Do Ho Suh,  
Staircase-V, 2003
Louise Bourgeois, 
Femme Maison  
(three examples from  
the series), 1946 – 47
Niet struikelen nu, is het devies
D
o 
N
ot
 S
tru
bl
e 
N
ow
, I
s 
th
e 
M
ot
to
Wilma Sütö
W
ilm
a 
S
üt
ö
looks down like giants on the illuminated, but empty 
houses standing densely packed in the dark. Their 
inaccessibility, due to scale and size, but in hollow 
contrast to the wide-opened doors and windows, 
evokes feelings of disorientation and social mis-
communication, which is typical of Whiteread.  
And of Teeuwen, who holds her own against any 
of her international colleagues.
Teeuwen and Whiteread both turn  
the dwelling inside out, re-organizing architecture  
and revealing spaces that usually do not bear 
day light: hidden niches behind books on the 
shelves, behind the stairs or under the floor. But 
there is also an important difference between  
their Psycho Buildings. Unlike Whiteread’s work,  
the public cannot possibly read what the work  
of art contains from the outside. The façade does 
not betray anything. 
With Teeuwen, it’s the public’s own turn. It 
will have to cross the doorstep with his entire body 
and limbs, into the darkness of a domestic abyss: 
keep your eyes open, put your organ of balance 
on edge and stick out your antennae.
ba
ld
e 
de
ze
 ti
jd
el
ijk
e 
sc
ul
pt
uu
r a
ls
 e
en
 s
ar
co
fa
ag
 a
lle
 g
eh
ei
m
en
is
se
n 
sa
m
en
 v
an
 h
et
 h
ui
se
lij
ke
 le
ve
n.
 E
n 
op
 d
e 
te
nt
oo
ns
te
lli
ng
 ‘P
sy
ch
o 
B
ui
ld
in
gs
’ 
in
st
al
le
er
de
 W
hi
te
re
ad
 e
en
 s
po
ok
st
ad
 v
an
 tw
ee
 ho
nd
er
d 
po
pp
en
hu
iz
en
 
(P
la
ce
, 2
00
8)
. I
n 
de
ze
 v
er
la
te
n 
st
ad
 k
ijk
en
 d
e 
to
es
ch
ou
w
er
s 
al
s 
re
uz
en
 
ne
er
 o
p 
de
 v
er
lic
ht
e,
 m
aa
r l
eg
e 
hu
iz
en
 d
ie
 d
ic
ht
 o
p 
el
ka
ar
 g
ep
ak
t i
n 
he
t 
do
nk
er
 s
ta
an
. D
e 
on
to
e g
an
ke
lij
kh
ei
d,
 v
er
oo
rz
aa
kt
 d
oo
r s
ch
aa
l e
n 
fo
rm
aa
t, 
m
aa
r i
n 
ho
l c
on
tra
st
 g
ez
et
 m
et
 a
lle
 w
ijd
 o
pe
n s
ta
an
de
 d
eu
re
n 
en
 ra
m
en
, 
ro
ep
t g
ev
oe
le
ns
 o
p 
va
n 
de
so
rië
nt
at
ie
 e
n 
so
ci
al
e 
ko
rts
lu
iti
ng
: t
yp
er
en
d 
 
vo
or
 W
hi
te
re
ad
. E
n 
vo
or
 T
ee
uw
en
, d
ie
 z
ic
h 
in
 a
lle
 o
pz
ic
ht
en
 k
an
 m
et
en
 
m
et
 h
aa
r i
nt
er
na
tio
na
le
 c
ol
le
ga
’s
. T
ee
uw
en
 e
n 
W
hi
te
re
ad
 k
er
en
 a
lle
be
i  
he
t w
oo
nh
ui
s 
bi
nn
en
st
eb
ui
te
n.
 D
aa
rb
ij 
he
ro
rd
en
en
 z
ij 
de
 a
rc
hi
te
ct
uu
r e
n 
le
gg
en
 z
e 
ru
im
te
s 
bl
oo
t d
ie
 g
ew
oo
nl
ijk
 h
et
 d
ag
lic
ht
 n
ie
t v
el
en
: v
er
bo
rg
en
 
ni
ss
en
 a
ch
te
r d
e 
bo
ek
en
 in
 d
e 
ka
st
, a
ch
te
r d
e 
tra
p 
of
 o
nd
er
 d
e 
vl
oe
r. 
 
M
aa
r e
r i
s 
oo
k 
ee
n 
be
la
ng
rij
k 
ve
r s
ch
il 
tu
ss
en
 h
un
 b
ei
de
r P
sy
ch
o 
B
ui
ld
in
gs
. 
A
nd
er
s 
da
n 
bi
j W
hi
te
re
ad
 k
an
 h
et
 p
ub
lie
k 
bi
j T
ee
uw
en
 a
an
 d
e 
bu
ite
nk
an
t 
va
n 
he
t g
eb
ou
w
 o
n m
og
el
ijk
 a
fle
ze
n 
w
at
 h
et
 k
un
st
w
er
k 
be
he
ls
t. 
D
e 
ge
ve
l 
ve
rr
aa
dt
 n
ie
ts
. 
B
ij 
Te
eu
w
en
 is
 h
et
 p
ub
lie
k 
ze
lf 
aa
n 
ze
t. 
H
et
 z
al
 m
et
 li
jf 
en
 le
de
n 
 
de
 d
re
m
pe
l o
ve
r m
oe
te
n 
st
ap
pe
n,
 d
e 
du
is
te
rn
is
 in
 v
an
 e
en
 h
ui
se
lij
k 
ra
vi
jn
: 
og
en
 o
pe
n,
 e
ve
nw
ic
ht
so
rg
aa
n 
op
 s
ch
er
p 
en
 v
oe
ls
pr
ie
te
n 
ui
t.
R
ac
he
l W
hi
te
re
ad
,  
U
nt
itl
ed
 (R
oo
m
s)
, 2
00
1
Rachel Whiteread, 
Holocaust Monument, 
Judenplatz, Vienna, 2000
Rachel Whitehead,  
House, London, 1993
Destroyed House Bloemhof 1
Destroyed House Bloemhof 3
D
es
tro
ye
d 
H
ou
se
 B
lo
em
ho
f 2
D
es
tro
ye
d 
H
ou
se
 B
lo
em
ho
f 5
Destroyed House Bloemhof 4
D
es
tro
ye
d 
H
ou
se
 B
lo
em
ho
f 6
Verwoest en opgeruimd
D
es
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over het absurde (Amsterdam: De Bezige Bij, 1975),  
p. 18; vertaling van La mythe de Sisiphe. Essai sur 
l’absurde (Parijs: Gallimard, 1942).
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After this, clearing and rebuilding can start.  
That is never a news item and it is rarely shown, 
let alone the result of this process—unless it  
is shot to pieces again, blown up or bombed flat.
Clearing and rebuilding is not shown on 
Marjan Teeuwen’s photos either. Not a human 
being in sight. As if the camera man has taken to 
heart that one woman amidst the ruins of Berlin, 
who fended off, hid her face and walked away.  
But you do see the result in these photos. And with 
that result, the meticulously piled-up planks, pieces 
of plasterboard, lumps of stone and laths still tell 
the story of monomaniac survival instinct, of the 
indestructible labour of the Berlin women—and of 
countless other anonymous victims in history who, 
paralyzed, horrified, still get moving again because 
not moving is even worse.
It is strange that this raw survival instinct  
is abroad here, as these interiors simultaneously 
radiate such calm. As if they are completed and 
timeless. It is not just the calm after the storm. If 
you had to characterize the photos of the Destroyed 
Houses, you could just as well link them to 
abstract art or minimalism. It is with good reason 
that this work is sometimes compared to Jan 
Schoonhoven’s white reliefs. The rhythmic patterns 
of these artists seem to be all but a comment on 
what is going on in society. If these reliefs are 
aiming at anything, it is at showing metaphysical 
reality, suggesting the structure of the world.  
Can you view the photos of the Destroyed Houses 
in this way too, as latter-day Schoonhovens?
You can, for good art always lends itself  
to various interpretations that are sometimes 
connected in unfathomable ways. Schoonhoven 
and destroyed Palmyra or bombed Aleppo in Syria 
meet here in mysterious ways. The relationship 
between different visual traditions and realities 
sometimes becomes richer if you map the various 
art-historical foundations from which images 
originate. One of the first things that comes to mind 
in this context is the admiration of the ruin, on 
which Hans den Hartog Jager writes elsewhere  
in this book. This admiration became widespread 
in the Romantic age, but started earlier with  
the famous etchings and engravings by Giovanni 
Battista Piranesi (1720 – 1798).
Piranesi sketched the dilapidated buildings 
from Antiquity, out of fascination with what the 
Romans had achieved, and as an early contribution 
to classical tourism, as an illustration for the 
wealthy young from all over Europe, travelling on 
their Grand Tour to Rome. But also out of a kind of 
curiosity for forms of architecture that transcended 
the accepted views of his time. Romantics added 
a new feeling to Piranesi’s visual language of the 
ruin, the Sehnsucht for what was lost forever. And 
also the sublime, which expresses an aesthetic 
emotion in the very depiction of destruction.  
In the nineteenth century, many romantic painters 
reacted against over-heroic neoclassicism, creating 
scenes of loss, dismay and decay—from Goya’s 
nightmares to Géricault’s people drowning at sea.
Destroyed and Cleared
Because not Moving is Worse
Maarten Doorman
It happens that the stage sets collapse.
Albert Camus, The Myth of Sisyphus, 19421
At first glance they look so tranquil, the 
photos of Marjan Teeuwen’s Destroyed Houses. 
While you do see immediately into how many 
pieces and fragments these houses have disinte-
grated, broken and sawn, all these pieces and 
fragments have been rearranged even more care-
fully, it seems, than the objects on seventeenth-
century still lives. And unlike the still lives it  
is not the transience of the symbols depicted, the 
extinguished candle, breakable glass, musical 
instruments, skulls or rapidly decaying fruit, that 
speaks here. Instead, it is the timelessness and 
serenity of the pyramids and indefinable crypts 
that reigns. A wondrous paradox.
For through the breathtaking silence of an 
artificial arrangement, the destruction, the thorough 
way in which these houses have been demolished 
and the awe-inspiring enterprise of all this 
arranging reveal themselves at closer inspection. 
The mess it was, the all-pervading dust, the threat 
of collapse, the falling and creaking. And then  
the rebuilding, the endless lugging. For me these 
photos conjure up the image of women passing 
buckets of debris to each other in bomb-ravaged 
Berlin in 1945.
Those Berlin women, the so-called 
Trümmerfrauen, are easily found on Youtube, on 
fragments of colour film accompanied by music to 
keep viewers captivated. Apparently, the number 
of images available is limited, as some things keep 
popping up over and over again. For instance,  
on the ruins we regularly see the same women in 
long picket lines. Everything mechanical has been 
shot to pieces or is gone, all is done by hand,  
or by spade at the most. Some of these YouTube 
fragments show agonizingly long shots, taken 
from an aircraft, of the immense ruins with women 
passing on iron buckets in the midst of them, the 
way fires were extinguished in earlier centuries. 
Or they are busy chipping bricks clean.
They work on doggedly, some of them smile 
when the camera man stumbles towards them 
through the ruins. One woman covers the lens with 
her hand, fending him off and walking away. She is 
embarrassed. The violence of war has not numbed 
her to such an extent that she no longer sees the 
outsider’s gaze upon herself. Out of fear or pride, 
she does not want to show herself as a victim.
Today’s television images of such ruins  
are different. After a terrorist attack or air strike  
the victim is invariable directed by journalists  
and camera men and incorporated in a story. At 
most, the victim plays himself against a backdrop 
of destruction. The ruins are a news item, the 
suffering is immediately interpreted and framed. 
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silence on recent history in which he himself had 
played a controversial role, related ‘building’ and 
‘dwelling’ to each other in an unfathomable way. 
‘However hard and bitter the shortage of houses 
may be,’ the philosopher of the Black Forest wrote 
in his essay Building, Dwelling, Thinking, illustrating 
his skepticism toward such modernism, ‘the real 
problem of dwelling (…) is older than the world 
wars with their ruins’ and ‘lies in the fact that mortals 
always start searching for the essence of dwelling 
again, that they have to learn to dwell first’.
Such philosophical comments on destruction 
and reconstruction are diametrically opposed to 
the slaving of the Trümmerfrauen craving for resto-
ration and also to the power of building evident in 
the photos of Teeuwen’s Destroyed Houses that 
undermine haughty speculation with the primitive 
intransigence of reconstruction and stand up  
to the noncommittal post-modern avalanches of 
images of recent decades.
We are too far downstream by now. For in 
the Destroyed Houses, building is indispensable 
for showing demolition and destruction is indispen-
sable for making building plausible. It is therefore 
better to turn to another foundation for this work, 
the Arte Povera. It may be a small stream, but the 
return of Italian artists to raw, everyday materials, 
to installations not intended to be immediately 
sold to the bourgeoisie, to the arrangement of the 
insignificant that surrounds us, proved highly 
influential in the visual arts of the last half century. 
Think of the iglos by Mario Merz, of the Venus of 
Rags (1967) by Michelangelo Pistoletto, in which 
the naked Venus of Milo was positioned against  
a high pile of rags. Clothes that in their desolation 
still breathed the life on which they had been worn, 
as do the pieces of houses in Marjan Teeuwen’s 
installations. In Arte Povera it was the process 
that counted, the labour required to achieve some-
thing; often they were temporary projects, made 
especially for the location. 
In the catchment area of Marjan Teeuwen’s 
art Arte Povera, Minimal Art and Zero converge. But 
a more visible foundation from which her work can 
be experienced is formed by the installations and 
interventions, or rather: cuttings by Gordon Matta-
Clark (1943 – 1978). This American artist made 
holes in buildings that were about to be demolished, 
as is the case with Teeuwen, and he recorded 
these interventions on film. He is well known for his 
contribution to the Biennial of Paris in 1975, where 
he created a large, cone-shaped hole through  
two houses near Les Halles, a sort of negative 
space, recorded in a film of 18:40 minutes (Conical 
Intersect). A few years before that he had con-
structed an interior of found demolition waste and 
disused doors in a container (Open House, 1972). 
As with Teeuwen, the intervention in a 
building is a temporary installation (in the case of 
Open House including a performance), while there 
is also an image that remains. In Matta-Clark’s 
case that image is film, for Teeuwen it is a handful 
of photos. This is crucial, more radical in a sense, 
War is not a party anymore, as Goya showed 
in his now-famous execution, The Third of May 
1808 in Madrid. This is because the common  
man has entered the picture. When Gros painted 
the huge canvas in the same year to celebrate 
Napoleon’s victory (Napoleon on the Battlefield  
at Eylau), the nameless dead almost rolled into 
reality from the foreground of the canvas. Still, not 
all destruction was an indictment or an expression 
of horror. Ruins, for instance, were not merely 
disillusionment and decay. They also formed the 
backdrop for an escapist longing. During the entire 
nineteenth century, ruins were restored and some-
times even built, as an expression of an at times 
almost hysterical longing for the past.
It was this obsession with history that 
Futurism tried to break through when in the begin-
ning of the twentieth century it called for a complete 
destruction of culture, including the burning and 
blowing up of museums and libraries, in violently 
phrased pamphlets by Marinetti and other agitated 
avant-gardists. Then the beauty of destruction 
vanishes, or rather: beauty is now in the deed, no 
longer in the image, for with in the Futurists’ work 
the image henceforth sang the praise of technol-
ogy, speed and the energy of war that is released.
After Futurism, romantic destruction seemed 
to recede into the background in the visual arts, 
despite German Expressionism and legendary 
exceptions such as Picasso’s Guernica. And the 
very real destructions in the twentieth century, the 
mass murder and the catastrophes of two world 
wars, also put an end to the positive connotation 
with demolition and destruction. To an increasing 
extent, they were considered a consequence of 
Modernism, of the great narratives of history, of 
progress. Destruction was henceforth understood 
to be the unintended result of what ideologies that 
turned out to be totalitarian had in store for us.
Even if it was about liberation and recon-
struction, the outlines of total destruction remained 
a bothersome presence: The novel The Stone 
Bridal Bed by Dutch author Harry Mulisch is about 
this, calling back the all-too easily forgotten bomb-
ing of Dresden from the darkness of recent history. 
Similarly, little Oskar in Günther Grass’ Tin Drum 
(1959) makes destruction audible with his crazy 
drum roll, and in that same year Hiroshima Mon 
Amour was released, the legendary film by Alain 
Resnais in which a love affair between a French 
woman and a Japanese former soldier perpetuates 
the ruins of the nuclear bomb in the imagination.
Only one acceptable form of demolition 
remained: the demolition of modernist thinking in 
philosophy and art: Deconstructivism and Post-
modernism. Abstract, or rather: conceptual efforts 
to undermine destruction itself. With this under-
mining, we are beyond any aesthetic meaning  
of that destruction, ending up in a game of philo-
sophical speculation, as with philosopher Jacques 
Derrida, the hero of deconstructivism. Or, earlier, 
with Martin Heidegger who in 1951, in the era  
of hesitating reconstruction, amidst a deafening 
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enter prise and the patience with which this 
Destroyed House was constructed, this must be 
an emotional moment for her.
But here, she does not regret the demolition. 
‘Das Endspiel,’ she says. ‘It’s been good.’ When 
we see an enormous piece of wall collapse  
under the machine’s violence, we as viewers get 
carried away by her excitement about the destruc-
tive forces, akin to the iconoclasm of the Muslim 
extremists shown earlier in the film. And to  
that of the iconoclasts from the sixteenth century,  
a hidden presence in the DNA of Dutch culture. 
The destroyed the interiors of the churches, which  
then could become the empty and light backdrop 
of Pieter Saenredam’s paintings, another influence 
from the catchment area of the Destroyed Houses.
What makes these Destroyed Houses  
by Marjan Teeuwen so strong is that they show 
the survival instinct without denying destruction  
or denote it unequivocally as something that is 
morally reprehensible. Only this way it can relate 
convincingly to the destruction that is so prolific  
in human history, up to the violence that sends 
endless streams of refugees across the globe.  
The homage to the resilience of life can only exist 
because clearing the debris is not merely good  
or bad. This art expresses how everything breaks 
down, that man crawls from under the ruins time 
and time again, like a wounded animal, and  
how he or she starts building again, blind to fate. 
That is no simple optimism, for the built environ-
ments shown on the photos are completely 
senseless, empty, made for the moment, in the full 
conscious ness that they will be demolished again 
soon, and will never be inhabited.
The image in this work is ‘cleared’ in three 
senses. For starters literally: the debris and all 
rubbish have been neatly piled up, put down in 
rows and boxes. This makes an absurd impression 
that evokes something cheerful at second sight, 
like a clear day.
Finally, the word ‘cleared’ indicates some-
thing that has been gotten rid of. Or someone. The 
Dutch expression ‘opgeruimd staat netjes’ (meaning 
‘all things nice and tidy’) suggests a kind of relief 
that something has disappeared for good, that it has 
been beaten. Or exterminated. You have gotten rid 
of it. That is not necessarily an optimistic thought, 
as history has shown us time and time again.  
It evokes embarrassment in the Berlin woman who 
does not want this to be shown, that she is shown 
in this way. Because lives have been eradicated.
Something similar is experienced with the 
Destroyed Houses, and therein lies their engage-
ment. They are demolished deliberately. They are 
rebuilt with perseverance. Or they are demolished 
with perseverance and rebuilt deliberately. Just 
like the absent lives that were lived there. And then 
they are destroyed, because that was the 
intention. So something else can be built.
And can be seen. Thanks to the installations 
of the Destroyed Houses. And the photos that 
record this, as a call for movement.
and in this sense the work is very different from 
Matta-Clark’s. The photos of the Destroyed 
Houses force you to infer the restless activity of 
realizing the work from their frozen state, as if 
blood, tears and sweat constitute the cement 
between the countless fragments.
Visitors of Huis Op Noord (2013 – 2014) 
called the location little Syria, recounts the artist, 
whereas the installations reminded the curator who 
opened the exhibition, Ludo van Halem, of still 
lives, vanities that present us with the memento 
mori, and at the same time its reversal: an homage 
to the power of construction. The photos and 
installations show a dynamic standstill. And in this 
dynamic standstill they do not primarily refer to the 
hereafter the way seventeenth-century still lives 
do, not to the memento mori, dying as a call  
to piety, but to the dying we see on television and 
which we know to be daily practice a couple of 
thousand miles from our homes.
‘To cut into a building, to turn it inside out, 
Matta-Clark’s topological loppers come in handy’, 
writes curator Sergey Kovelaevsky in a nice 
illuminating essay, The Radiating Perspective of 
Marjan Teeuwen (2011), on the occasion of her 
Destroyed House Krasnoyarsk (2009). Matta-Clark 
‘transformed architecture into sculpture’, he quotes 
the artist. ‘Where he stopped, my work starts.’
This does not mean that her work is sculp-
ture, on the contrary. They are installations and 
photos, and they belong together. The instal lations 
are temporary, the photos remain. There is an 
image and there is a process. Just as movement 
means nothing without standstill, and standstill 
means nothing without movement, the two sides 
of Teeuwen’s art are inextricably linked. Most 
photographers take a picture, she says about this 
herself, ‘here, photos are constructed’.
The paradox of this work is that building can-
not do without destruction and for that reason, we 
should not automatically consider building as ‘good’ 
and destruction as ‘bad’. Here, building is not a 
reaction to decay that never stops and forces us to 
carry out maintenance, restoration and construction 
—in this work, building is a second step after 
active demolition work. Seen in this light, Marjan 
Teeuwen’s installations can only be en gaged as 
long as they do not lose their autonomy, to which 
moral and political ambivalence is a precondition.
In Rudolf van den Berg’s film about Marjan 
Teeuwen in the series Hollandse meesters in de 
21e eeuw (2016), we see her sitting in Destroyed 
House Leiden (2015), with a laptop in her lap.  
On screen, religious fanatics destroy centuries-old 
sculptures in the Middle East, a horrible sight to 
which the artist shakes her head and moans softly, 
as you yourself would be inclined to do. In its 
desire for biographical interpretation this film may 
deserve some criticism, but the demolition of the 
houses in Leiden is visualized beautifully at the end 
of the film, with Teeuwen in the foreground. Given 
the huge amount of physical effort, the threatening 
danger of collapse, the extremity of the entire 
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Amsterdam (NL), 2011, 
41 × 38.8 cm,  
inkjet print on dibond / framed
 pp. 132 – 133 
Destroyed House  
Piet Mondriaanstraat 6,  
Amsterdam (NL), 2011, 
41 × 37 cm,  
inkjet print on dibond / framed
Destroyed House  
Krasnoyarsk
2010
 pp. 140 – 141 
Destroyed House  
Krasnoyarsk 2,  
Siberia (RU), 2010,  
35 × 45 cm,  
inkjet print on dibond / framed
 pp. 130 – 131
Destroyed House  
Piet Mondriaanstraat 5, 
Amsterdam (NL), 2011, 
41 × 35.5 cm,  
inkjet print on dibond / framed
 pp. 110 – 111
Destroyed House Bloemhof 2, 
Rotterdam (NL), 2013, 
155 × 205 cm,  
inkjet print on dibond / framed 
 pp. 112 – 113
Destroyed House Bloemhof 5, 
Rotterdam (NL), 2013, 
40 × 57.5 cm,  
inkjet print on dibond / framed 
 pp. 116 – 117
Destroyed House Bloemhof 6, 
Rotterdam (NL), 2013, 
40 × 47.5 cm,  
inkjet print on dibond / framed
Destroyed House  
Piet Mondriaanstraat
2011
 pp. 124 – 125 
Destroyed House  
Piet Mondriaanstraat 1, 
Amsterdam (NL), 2011, 
163 × 338 cm,  
inkjet print on dibond / framed
 pp. 114 – 115
Destroyed House Bloemhof 4, 
Rotterdam (NL), 2013,  
40 × 65 cm,  
inkjet print on dibond / framed
Lijst van werken
 p. 90 
Archive Hall of Justice 2,  
2016,  
110 × 225 cm,  
inkjet print on dibond / framed 
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w
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w
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m
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m
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m
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g 
bo
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s 
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 u
it 
hu
n 
ve
rb
an
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ru
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en
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eb
ou
w
 d
at
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dt
 v
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w
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al
.
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t d
oo
rd
at
 e
en
 m
ee
st
er
ha
nd
 d
e 
br
ut
e 
 
en
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en
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 a
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ge
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 m
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Marjan Teeuwen (*1953, NL) creates large-
scale architectural installations in buildings that 
are demolished after her interventions. She tears 
and strips, disrupts construction and structure  
and with the remaining material she builds a new 
artistic image. Based on these installations she 
realizes autonomous photographic works. 
In her work the constructive force of building 
goes hand in hand with the power of destruction 
and decay. Floors are tilted or come straight down; 
walls are removed, completely or in part. Stacks 
of debris branch out through the building like a 
virus, covering all the walls, or are carefully ordered 
into architectural sculptures. 
There is no long lineage of artists who cut 
into or perforate buildings. Gordon Matta-Clark 
was the pioneer of transforming architecture into 
sculpture. Richard Wilson and Urs Fischer have 
also used this approach on occasion. Marjan 
Teeuwen chooses her own encompassing and 
radical method. 
In 2016/2017 Teeuwen realizes Destroyed 
House Gaza. By choosing to work in occupied 
territory she lets the local social context 
emphatically penetrate her work and the tension 
between the artistic and the political context 
comes to a head. By strengthening the artistic 
context she enhances the autonomous meaning 
of the work in this politically highly volatile region. 
Marjan Teeuwen – Destroyed House high-
lights the work in Gaza but also presents the other 
six installations in the Destroyed House series, 
plus the Archive series, she created since 2008. 
With extensive series of photos, this publication 
presents the polarity of Teeuwen’s poignant 
images: memory and amnesia; chaos and order; 
destruction and construction; falling and standing; 
horror vacui in relation to spatiality. The authors 
provide new perspectives on the art-historical, 
architectural, philosophical, and social meaning  
of Teeuwen’s work.
Valiz, Amsterdam
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